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ABSTRACT
In th i s  th e s is  I  hope to  show how th e  volume o r n a tu re  
o f Marlowe c r i t ic is m  has been in fluenced  by th e  s ta te  o f Marlowe 
p roduction  in  th e  th e a tre  in  successive  pe riods from h is  own time 
to  th e  p re se n t day. In  periods when Marlowe*s p lays have no t 
been performed in  th e  th e a tr e ,  c r i t ic is m  has tended e i th e r  to  ignore 
them o r to  emphasise t h e i r  p o e tic  a sp ec ts ; in  p e rio d s when th e re  
have been Marlowe p roductions, c r i t ic is m  has tended to  take  in to  
g re a te r  co n sid e ra tio n  th e  v isu a l and th e a t r i c a l  a spec ts  o f  h is  
p lays. I  hope to  show,too, how th e  changing s t a te  o f th e  drama 
and th e a t r i c a l  cond itions from Marlowe’s tim e to  th e  p re sen t day 
has in fluenced  the  assum ptions o f  l i t e r a r y  c r i t i c s  in  t h e i r  
d isc u ss io n  o f % rlow e ' s drama. Furtherm ore, I  s h a l l  d iscu ss  th e  
most im portan t Marlowe productions and in d ic a te  th e  ways in  which 
they  have thrown l ig h t  on th e  problems o f stagew orth iness and 
in te r p r e ta t io n  ra is e d  by th e  p lay s . In  t ra c in g  th e  main developments 
in  Marlowe c r i t ic is m  in  r e la t io n  to  the  t h e a t r i c a l  h is to ry  of h is  
p lay s , I  hope to  show how an awareness o f th e  th e a t r i c a l  e f f e c t  o f 
th e  p lays i s  im portant fo r  a f u l l  a p p re c ia tio n  o f them.
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In tro d u c tio n
In  1931 G ranville-B arker could comment q u ite  v a lid ly  on
1
th e  f a c t  th a t  Marlowe was no t "a l iv in g  fo rce  in  th e  th e a tre  to d a y .”
In 1966 W, A. Armstrong re p lie d  th a t
"Marlowe has become a fo rce  in  the  contemporary th e a tre  
and th a t  th e  re v iv a l began with Tyrone G u th rie 's  
d is tin g u ish ed  production  of Tamburlaine in  1951 and 
reached a high p o in t in  l a s t  y e a r 's  production  o f 2 
The Jew o f Malta by the  Royal Shakespeare Company. "
I  should say r a th e r ,  th a t  the rev iv a l o f  Marlowe's p lays
in  the  modern th e a tre  began w ith W illiam P o e l 's  production  o f 
Dr. Faustus in  1896. Although the  p ro fe ss io n a l th e a tre  d id  no t r e a l ly  
become in te re s te d  in  h is  p lays u n t i l  the  1940*s, th e re  have been a 
su rp r is in g  number o f Marlowe productions during  the  course o f th e  
tw en tie th  century . Even in  the  p ro fess io n a l th e a tre ,  in  comparison 
w ith Shakespeare 's o th e r contem poraries, Marlowe has not fa red  badly.
I t  i s  no longer an ex trao rd in a ry  event fo r  a Marlowe p lay  to  be 
performed in  the  p ro fe s s io n a l th e a tre . During the course o f the  
tw e n tie th  century , too , c r i t i c s  have g radua lly  come to  recognise the  
importance o f the  e f fe c t  o f I-ferlowe's p lays in  the  th e a tre  fo r  an 
understanding  o f them, and th e  importance o f modern productions as 
i l l u s t r a t i v e  o f the  p la y s ' th e a t r i c a l  e f fe c t .
In th e  fo llow ing chapters I  s h a l l  tra c e  the  most im portant 
developments in  Marlowe c r i t ic is m  from h is  own tim e to  the  p resen t day, 
w ith p a r t ic u la r  re fe ren ce  to  how f a r  l i t e r a r y  c r i t ic is m  has been
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t h e a t r i c a l ly  o r ie n ta te d  in  d i f f e r e n t  periods. At the  same time 
I  s h a l l  attem pt to  r e la te  the s ta te  o f  Marlowe production in  the 
th e a tre ,  o r th e  absence of production , to  the  ten o r o f Marlowe 
c r i t ic is m  and to  show the  value of th e a tr ic a l  awareness in  c r i t ic is m  
o f  h is  p lays. In the  chapters d ea lin g  w ith the  tw en tie th  century 
I  s h a l l  d iscuss the  most im portant Marlowe productions, showing how 
they  have handled problems presen ted  by the  plays and how they have 
illu m in a ted  the  te x ts .  I  s h a l l  no t be concerned w ith chronological, 
te x tu a l  and a u th o r ia l  problems, except in  so f a r  as they  a f f e c t  the 
evaluation  or in te rp re ta t io n  o f the  p lays.
An understanding o f what d i f f e r e n t  ages have seen in
Marlowe's p lays i s  im portan t, because h e re in  l i e s  th e ir  value fo r
those ages, and because an ap p rec ia tio n  o f views o f Marlowe d i f f e r e n t  
from those  cu rren t in  the  m id-tw entie th  century  can help to  illu m in a te  
h is  p lays in  a l l  th e i r  fa c e ts . The value of tak in g  in to  considera tion  
the  th e a t r ic a l  aspect of a p lay , and p re fe rab ly  i t s  known e f fe c ts  in  
the  contemporary th e a tre , ra th e r  than surm isa ls  o f i t s  e f fe c ts  in  the 
E lizabethan  th e a tre ,  l i e s  in  the  f a c t  th a t  a p lay  in  the  study and a 
p lay  in  the  th e a tre  a re  two d if fe re n t  th ings . As G ranville-B arker
po in ted  out as long ago as 1927,
"The te x t  o f a p lay  i s  a score w aiting  performance, and 
tb e  performance and i t s  p rep a ra tio n  a re , alm ost from 
th e  beginning, a work of c o lla b o ra tio n ." ^
7.
A p lay  cannot achieve i t s  f u l l  p o te n t ia l ,  probably no t even i t s
f u l l  su b t le ty  o f e f f e c t ,  except when i t  i s  performed on th e  stage ,
C lif fo rd  Leech, in  p a r t ic u la r ,  has s tre s se d  the importance o f an
awareness o f Marlowe's p lays in  the  th e a tre  and the  s c h o la r 's  need 
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o f th e  th e a tre . With Marlowe our need fo r  th e a t r ic a l  awareness i s  
p a r t i c u la r ly  acu te  because of the  problems o f stagew orth iness and 
in te rp r e ta t io n  ra is e d  by the  p lay s . During the  n in e tee n th  and e a r l ie r  
years o f  the  tw en tie th  cen tury , the  stagew orth iness o f Marlowe's 
p lays was d ispu ted . Various tw en tie th  cen tury  p roductions have, in  
one way o r ano ther, shown th a t  many o f th e  d i f f i c u l t i e s  o r apparent 
f a u l t s  in  the  p lays noted by l i t e r a r y  c r i t i c s  -  fo r  example the  
middle scenes of Dr. Faustus and th e  ageing of the  King in  what 
appears to  be only a b r ie f  period  o f time in  Edward I I  -  do no t 
p re se n t th e  problems in  the  th e a tre  which they  appear to  do when the  
p lays a re  only read. Some o f Marlowe's p lay s , no tab ly  The J^ ew of M alta, 
have proved to  be em inently stag eab le . When c r i t i c s  in  the  n in e teen th  
cen tu ry  had alm ost no o p po rtun ity  o f see ing  Marlowe's p lays in  the 
th e a tr e ,  i t  was q u ite  f e a s ib le  th a t  they  could overlook c e r ta in  
v is u a l  aspec ts  o f th e  p lays which a re  im portant fo r  a f u l l  under­
stan d in g  o f them. They could overlook, fo r  example, the  s ig n if ic a n c e  
o f the  c ru e lty  and carnage in  Tamburlaine, which can only  be fu l ly  
re a l iz e d  when p resen ted  v is u a lly  on the  s ta g e , and thus emphasize 
unduly th e  su b lim ity  o f the  hero . Many re c e n t c r i t i c s  tend to  be 
aware o f Marlowe's p lays in  performance and not j u s t  on th e  p r in te d
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page and they  can, th e re fo re , app recia te  the  importance o f th e  
in te rp la y  between v isu a l and au ra l elements in  the  p lays and th e  
r e s u l t in g  com plexity and even ambiguity. As Douglas Cole has 
po in ted  o u t,
"The dream o f the  p o e tic  word i s  c o n s is te n tly  confronted 
w ith th e  r e a l i t y  o f the  dram atic a c t io n ." 5
Ambivalence i s  the  keynote o f much contemporary Marlowe c r i t ic is m .
U n til th e  m id-seventeenth cen tury  th e re  was nofbrmal 
c r i t ic is m , as we know i t ,  of in d iv id u a l p lays. But the  na tu re  o f 
a llu s io n s  to  Marlowe's p lays and o f im ita tio n s  o r burlesques o f them 
in  the  l a t e  s ix te e n th  and e a r ly  seventeenth  century  gives us some 
id ea  o f what h is  contem poraries and immediate successors thought o f 
them. I t  w ill  be seen th a t  such c r i t ic is m  was concerned alm ost 
e x c lu s iv e ly  w ith th e  p lays as they  were performed in  the  th e a tre .
In  the  R esto ra tio n  period  and e igh teen th  cen tury , Marlowe received  
l i t t l e  a t te n t io n . The n in e teen th  century  red iscovered  him as a poe t, 
paying l i t t l e  a tte n t io n  to  the  f a c t  th a t  h is  p lays were w ritte n  fo r  
th e  th e a tre  o r d ism issing  i t  as o f no p resen t im portance. In the  
f i r s t  fo r ty  years o f th e  tw en tie th  century  c r i t i c s  became concerned 
w ith  M arlowe's p lays as performed in  the  E lizabethan  th e a tre ,  but n o t, 
on th e  whole, w ith  modern productions. The 194-0's and 1950 's saw a 
growing concern w ith the  e f fe c t  and e ffe c tiv e n e ss  o f Marlowe's p lays 
in  th e  th e a tr e ,  c r i t i c s  o f te n  making re fe ren ce  to  tw en tie th  century  
p roductions. Marlowe c r i t ic is m  in  th e  1960»s i s  more th e a t r ic a l ly  
o r ie n ta te d  than  in  any o th e r period  since  the  p lay w rig h t's  own day.
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The varying  degrees o f th e a t r ic a l  o r ie n ta t io n  in  
% rlow e c r i t ic is m  in  d i f f e r e n t  periods a re , as I  hope to  show, 
r e la te d  to  the  s t a te  o f Marlowe production in  the  th e a tre , and a lso  
to  th e  s ta tu s  and cond ition  o f the  th e a tre  in  the  age in  which the  
c r i t i c s  were w ritin g . In  th e  E lizabethan and Jacobean p e rio d s , 
p lays were considered p rim a rily  in  th e a tr ic a l  term s. Marlowe's 
p lays were very  popular in  th e  th e a tre  o f h is  own day and th e i r  
p o p u la r ity  i s  r e f le c te d  in  the  v a s t numbers of a llu s io n s  to  them.
In th e  R esto ra tio n  period  p a r t ic u la r ly ,  and in  the  e ig h teen th  century , 
when c r i t i c a l  a t te n t io n  came to  be devoted to  in d iv id u a l p lay s , i t  
was devoted p r im a rily  to  those plays which could be seen on the  
contemporary s tag e . M arlowe's absence from the  stage  e n ta ile d  
c r i t i c a l  n e g le c t o f h is  p lay s . In the  n in e teen th  century  the  s ta tu s  
o f  th e  th e a tre  f e l l .  Contemporary dramas o f l i t e r a r y  m erit were 
u su a lly  p o e tic  dramas more s u ita b le  fo r  the  study than the  s ta g e , 
and most o f  the  contemporary plays which reached th e  stage  had th e i r  
only  l i f e  in  the  th e a tre  and were w ithout much l i t e r a r y  m erit. I t  
was n a tu ra l ,  th e re fo re , in  the  absence o f productions to  prove 
o th erw ise , and a lso  in  view o f the  p re v a ilin g  low opinion o f th e  
s p e c i f ic a l ly  dram atic q u a l i t ie s  of Marlowe's p lays , th a t  c r i t i c s ,  
in  th e  n in e tee n th  cen tury  should have regarded them as dram atic  poems 
to  be perused in  the  c lo s e t .  The end o f the  n in e teen th  cen tu ry , w ith 
P o e l 's  production  o f Dr. F austus, and the  e a r ly  years o f the  tw en tie th  
cen tu ry  saw the  beginnings o f Marlowe production  in  the  modern th e a tre .
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But th e se  e a r ly  amateur productions exerted  l i t t l e  in fluence  on 
Marlowe c r i t ic is m  u n t i l  the  1940*s , although they  helped to  pave 
th e  way fo r  a more th e a t r ic a l ly  o rie n ta te d  c r i t i c a l  climate and fo r  
fu tu re  p ro d u ctio n s. Furtherm ore, in  th e  l a t e  n in e teen th  and e a r ly  
tw e n tie th  cen tu ry , when th e  th e a tre  was again r i s in g  in  s ta tu s ,  
" r e a l i s t i c "  drama was dominant and prevented proper ap p rec ia tio n  o f 
th e  d ram atic  technique o f the E lizabethan and Jacobean d ra m a tis ts .
In  the  m id -tw en tie th  cen tury , a f t e r  the  second world war, new and 
experim ental forms of drama have superseded the  conventions o f  
rea lism . The f a c t  th a t  th e re  are  now no h a rd -an d -fas t ru le s  o f 
d ram atic  c o n s tru c tio n , to g e th e r  with the  understanding of 
E lizabe than  dram atic  conventions in  h is to r ic a l  term s, which came to  
f r u i t i o n  in  th e  1920* s and 1930* s, has enabled c r i t i c s  to  accep t the  
dram atic  techniques of the  E lizabethan  drama on th e i r  own term s.
In  th e  l a t e  n in e teen th  and e a r ly  tw en tie th  century , c r i t i c s  looked a t  
Marlowe* s p lays in  the  l ig h t  o f the conventions o f " r e a l i s t i c "  drama 
and found them wanting. In the  19bO*s one or two c r i t i c s  have looked 
a t  h is  p lays in  the  l ig h t  o f B rechtian  "a lien a tio n "  and th e  T heatre o f 
th e  Absurd, and have found them ex citin g . Since the  second world war, 
to o , th e  th e a tre  has become an im portant in te l le c tu a l  fo rce . I t  i s  
n a tu r a l ,  th e re fo re , th a t  d ire c to rs  should have wished to  produce th e  
m asterp ieces o f dram atic l i t e r a tu r e .  I t  i s  n a tu ra l,  too , th a t  sch o la rs  
should have become concerned th a t  the  b e s t drama o f the  p a s t should 
be seen on the  modern s ta g e , and to  take note o f productions when
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th ey  occur. In  the  l a s t  tw en ty-five  years, th ere  have been many 
more im portant and w ell-p u b lic ised  Marlowe productions, inc lud ing  
p ro fe s s io n a l ones, than in  the  e a r l ie r  years o f th is  century. I t  
i s  n o t su rp r is in g , then, th a t  much p re sen t Marlowe c r i t ic is m  has 
become concerned with th e  e f fe c t  o f h is  plays in  the  th e a tre .
In the  fo llow ing chapters I  s h a l l  be concerned p rim a rily  
w ith  the  two p a r ts  o f Tamburlaine, Dr. F austus, The Jew o f Malta 
and Edward I I . I t  i s  these  f iv e  p lays on which Marlowe* s re p u ta tio n  
has been based and which have received most a t te n t io n , both l i t e r a r y  
and th e a t r i c a l .  I  s h a l l  make re fe rence  to  Dido, Queen o f Carthage 
and The Massacre a t  P a ris  only where re le v an t. The new eva lua tion  
o f th ese  two p lays i s  only j u s t  beginning and th e re  have been very  
few productions of them since  Marlowe*s own day.
With a few exceptions, I  s h a l l  d iscuss only the  most 
im portan t and in f lu e n t ia l  Marlowe productions in  England and the  
U nited S ta te s , those which have received  most a t te n t io n  in  reviews 
and, in  rec en t years, in  Marlowe c r i t ic ism . A chronolog ical l i s t  of 
Marlowe productions in  England and the  U nited S ta te s  i s  appended.
The l i s t  i s  no t exhaustive, fo r  i t  would be w ell-n igh  im possible to 
unearth  w e ry  academic o f o th e r amateur production , o r even every 
p ro v in c ia l  p ro fe ss io n a l production , which has taken p lace. However, 
th e  ex te n t o f th e  appendix w il l  su ff ic e  to  show in  ü ia t  measure 
}iarlowe has become "a l iv in g  fo rce  in  the  th e a tre  today. **
12.
Q uotations from Marlowe’ s p lays are  taken from 
C. F. Tucker Brooke’s The Works of C hristopher Marlowe (Oxford, 1910, 
r e p r in te d  1964), except where otherw ise s ta te d .
Footnotes are appended a t  the  end o f each chapter.
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CHAPTER I
The End o f  th e  S ix te e n th  C entury to  th e  C losing  o f  th e  T h e a tre s :
to  1642
S ix te e n th  and e a r ly  se v en te en th  c e n tu ry  c r i t i c a l  a t t i tu d e s  
to  Marlowe’s p lay s  can o n ly  be in fe r r e d  from a l lu s io n s  to  them and, 
by im p lic a tio n , from im i ta t io n s  o r  p a ro d ie s  o f  them. For such 
a l lu s io n s  I  s h a l l  be g r e a t ly  in d eb ted  th ro u g h o u t t h i s  c h a p te r  to
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C. F. Tucker Brooke’ s "The R ep u ta tio n  o f  C h ris to p h e r lîarlow e" (1922).
For th e  f i r s t  f i f t y ,  and even th e  f i r s t  hundred, y e a rs  o f  th e  p la y s ’
e x is te n c e , th e  c r i t i c a l  a t t i t u d e s  exp ressed  tow ards them a re  u s u a l ly
c lo s e ly  r e l a te d  to  th e  r e p re s e n ta t io n  o f th e  p lay s  on th e  s ta g e , n o t,
as in  th e  n in e te e n th  and much o f  th e  tw e n tie th  cen tu ry , to  th e  p lay s
as works read  in  th e  s tu d y . T hat th e  p o p u la r E liz a b e th a n  drama was
v /r i t te n  e x p re s s ly  f o r  th e  s ta g e , n o t th e  s tu d y , i s  a tru ism . The
a t t i t u d e  o f  most E liza b e th a n  d ra m a tis ts  i s  c le a r ly  i l l u s t r a t e d  by
Jolin Mars to n  in  h is  p re fa c e  to  The }%1 c o n te n t (l604)-î
I’o n e ly  one th in g  a f f l i c t s  me, to  th in k e  t h a t  Scaenes 
in v e n te d , m eerely  to  be spoken, shou ld  be in fo r c iv e ly
p u b lish e d  to  be r e a d   b u t I  s h a l l  i n t r e a t e ,  . . .
t h a t  th e  unliansome shape which t h i s  t r i f l e  in  rea d in g  
p r e s e n ts ,  may be pardoned , f o r  th e  p le a su re  i t  once 
a ffo rd e d  you, vÆien i t  was p re sen te d  w ith  th e  so u le  o f  
l i v e l y  a c t io n ,"
and by th e  p r i n t e r  o f  The Two Merry Milke-^fedds (l620) in  h is  p re fa c e  
to  th e  p lay :
" I t  was made more f o r  th e  Eye, th en  th e  Bare; l e s s e  
f o r  th e  Hand, th en  e y th e r . "
14.
This em phasis on th e  v is u a l  and t h e a t r i c a l  a sp e c ts  o f  a  p la y  i s  
s i g n i f i c a n t  when we c o n s id e r  t h a t  i t  i s  o n ly  com parative ly  r e c e n t ly  
t h a t  c r i t i c s  have reco g n ised  th e  im portance o f  th e  v is u a l  elem ent 
in  and th e  t h e a t r i c a l  e f f e c t  o f  Marlowe’ s p la y s . There was a group 
o f p la y s , c o n s is t in g  o f t r a n s la t io n s  o f  Senecan and o th e r  c l a s s i c a l  
drama, which one m ight d e s c r ib e  as E liz a b e th a n  c lo s e t  drama, b u t 
th e se  p lay s  a re  now la r g e ly  fo rg o tte n . I t  i s  th e  p o p u la r E liza b e th a n  
drama, w r i t te n  f o r  perform ance b e fo re  a mixed audience in  a p u b lic  
t h e a t r e ,  which l iv e s  and i s  lauded  in  modern l i t e r a r y ,  a e s th e t i c  
c r i t ic i s m .
In  % rlow e ’ s day th e  contem porary p o p u la r drama had n o t y e t  
ach ieved  th e  s t a tu s  o f  b e in g  an a r t  w orthy o f  th e  a t t e n t io n  accorded 
to  o th e r  l i t e r a r y  g en res. Furtherm ore, th e  s e n s a t io n a l  elem ents in  
Marlowe’ s p la y s , th e  bombast o f  p a r ts  o f  T am burlaine, th e  scenes o f  
low comedy in  Dr. F a u s tu s , p o s s ib ly  n o t a l l  by him, would p robab ly  
d e t r a c t  from th e  p la y s ’ m e r i t  in  th e  eyes o f  th e  more le a rn e d  l i t e r a r y  
men o f th e  day. I t  i s  n o t , th e n , s u r p r is in g  t h a t  Marlowe was admired 
more as a p o e t th a n  as a d ra m a tis t  in  h is  own day, as in  th e  n in e te e n th  
c en tu ry , when, s ig n i f i c a n t ly ,  th e  contem porary p o p u la r drama had f a l l e n  
from th e  l i t e r a r y  s ta tu s  which i t  had achieved  in  th e  sev en teen th  
c en tu ry . G, F. Tucker Brooke in  "The R ep u ta tio n  o f  C h ris to p h er Marlowe", 
p o in ts  o u t t h a t
" I t  was as th e  a u th o r  Hero and Leander and o f  th e  P a ss io n a te  
Shepherd t h a t  Marlowe enjoyed th e  h ig h e s t  p e rso n a l 
r e p u ta t io n  in  th e  p e rio d  im m ediately fo llo w in g  h is  d e a th ."
15.
Perhaps th e  b e s t  known and most a t t r a c t i v e  commendation o f  Marlowe’s
p o e try  i s  t h a t  o f  M ichael D rayton:
"N eat Marlowe bathed  in  th e  T hespian S p rin g s ,
Had in  him th o se  b raue  t r a n s lu n a ry  th in g s  
That your f i r s t  p o e ts  had; h is  r a p tu re s  were 
A ll a i r  and f i r e ,  which made h is  v e rs e s  c le a r .
For t h a t  f in e  madness s t i l l  he d id  r e t a in .
Which r i g h t l y  shou ld  p o ssess  a p o e ts . "Brain. "
There a re  one o r  two t r ib u t e s  in  g en e ra l term s to  Rjarlowe’ s 
p o e t ic  drama a f t e r  h is  d e a th , b u t any more s p e c i f ic  c r i t ic i s m  can, 
on th e  whole, o n ly  be in f e r r e d .  P e e le , in  The Honour o f  th e  G arte r (1593) 
seems to  be aware o f th e  power o f  Marlowe’ s d ram atic  speeches:
"Unhappy in  th y  end,
Marlowe, th e  Mises d a r l in g ,  f o r  th y  v e rse  
F i t  to  v /r ite  p a ss io n s  f o r  th e  so u ls  below.
I f  any w retched so u ls  in  p a ss io n  speak. "
Ben Jo n so n ’s re fe re n c e  to  Marlowe’ s "m ighty l in e "  in  h is  poem p re fa ce d
to  th e  F o lio  e d i t io n  o f  S hakespeare’ s p lay s  (1623) i s  presum ably a lso
to  Marlowe’s d ram atic  lan g u ag e , as "m ighty" i s  an e p ith e .t  more
a p p ro p r ia te  to  th e  l in e s  o f  th e  p lay s  than  to  th e  l in e s  o f  th e  poems,
and he i s  comparing Shakespeare th e  d ra m a tis t  w ith  o th e r  d ra m a tis ts .
The a u th o r o f  th e  second p a r t  o f  The R eturn  From P arnassus (c . l6 0 l)
shows a p p re c ia t io n  o f  Marlowe as a w r i te r  o f  trag e d y :
"Marlowe was happy in  h is  buskind muse,
A las vnhappy in  h is  l i f e  and end.
P i t t y  i t  i s  t h a t  w it so i l l  should  d w e ll.
Wit l e n t  from heauen, b u t v ic e s  s e n t  from h e l l .
In g . Our T h ea tre  h a th  l o s t ,  P lu to  h a th  g o t,
A T rag ick  penman f o r  a  d r ie r y  p l o t . "
Greene, to o , in  h is  G roatsw orth  o f Wit (1582) appears to  be a d d re ss in g
Marlowe as "thou  famous g ra c e r  o f T ra g e d ia n s ."
16.
F urtherm ore , i f  im ita t io n  be th e  t r u e s t  form  o f f l a t t e r y ,  
th en  Marlowe th e  p lay w rig h t was bo th  f l a t t e r e d  and adm ired. Such 
contem porary a d m ira tio n  f o r  Marlowe’ s p lay s  i s  to  be seen  n o t on ly  
in  im i ta t iv e  p la y s , b u t a lso  in  th e  g en e ra l in f lu e n c e  which he 
e x e rte d  on th e  E liz a b e th a n  drama. A f te r  th e  su ccess  o f Tam burlaine 
in  th e  l a t e  l^BO’s ,  b lank  v e rs e , which Marlowe had imbued w ith  l i f e  
and p a ss io n , became th e  c h ie f  medium o f e x p re ss io n  o f  th e  p o p u la r 
drama as w e ll as o f th e  more c l a s s i c a l  drama, such as Gorboduc. 
S hakespeare ’s s t y l i s t i c  d e b t to  Mîarlowe i s  a commonplace o f modern 
c r i t ic i s m .  Greene found i t  incum bent upon him to  in r ite  h is  p lay s  in  
b lank  v e rs e , d e s p i te  h is  com plain t in  th e  e p i s t l e  " to  th e  gentlem en 
re a d e rs"  p re fa ce d  to  Ferim edes th e  B lacksm ith  (15S8) t h a t  he had been 
d e rid e d
" fo r  t h a t  I  could n o t make my v e rse s  i e t  vpon th e  s ta g e  
in  t r a g i c a l l  b u sk in s , e u e r ie  worde f i l l i n g  th e  mouth 
l ik e  th e  fabu rden  o f  B o-B ell"
and h is  sc o rn  f o r
"such mad and s c o f f in g  p o e ts , t h a t  have p r o p h e t ic a l l  
s p i r i t s  as bred  o f  M erlin s ra c e  (presum ed' to  r e f e r  to  
Niarlowe), i f  th e re  be anye in  England th a t  s e t  th e  end 
o f  s c o l la r is m e  in  an E n g lish  b lanck  v e rs e ."
G reene’ s a t t i t u d e  to  M&rlovian b lan k  v e rs e , which c o n ta in s  an elem ent
o f  je a lo u s y , in d ic a te s  t h a t  con tem poraries found i t  im press ive  and
p o p u la r enough to  cause them p ro fe s s io n a l  a n x ie ty . The fav o u rab le
c r i t ic i s m  o f  Marlowe’ s d ram atic  language im plied  in  im ita t io n s  o f  h is
b lank  v e rs e  i s  r e la te d  to  th e  perform ance o f h is  p la y s  on th e  s ta g e .
17.
The power o f  h is  language would o b v io u sly  make a g r e a te r  im pact
when heard  spoken by an a c to r  o f  th e  s t a tu r e  o f  Edward A lleyn  than
when m erely  read . The t h e a t r i c a l  o r i e n ta t io n  o f  contem porary
c r i t i c i s m  o f  % rlo w e ’s d ram a tic  language i s  in d ic a te d  in  a l lu s io n s
such a s  G reene’s ’’e u e r ie  worde f i l l i n g  th e  mouth l ik e  th e  faburden
o f  B o-B ell" and Joseph H a l l ’ s re fe re n c e  to  "B ig-sounding se n te n c e s ,
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and words o f  s t a te "  in  Virgidem iarum  (1597), and perhaps in  th e  
echoing  in  l a t e r  p lay s  o f  c e r ta in  resound ing  o r  r h e t o r i c a l  l i n e s ,  
even when th ey  a re  echoed in  a comic contexb. Such l in e s  in c lu d e
"And r id e  in  trium ph th ro u g h  P e r s e n o l is ’^ ( l  Tam burlaine, 1 .755) , 
"H o lla , ye pampered la d e s  o f  A sia" (2 T am burlaine, 1.39S0) 
and "Was t h i s  th e  fa c e  . . . . .  ?" (Dr. F a u s tu s , 1.1328)
There can be no doubt t h a t  most o f  Marlowe’s p lay s  were 
p o p u la r  in  th e  l a s t  decade o f  th e  s ix te e n th  and in  th e  e a r ly  sev en teen th  
cen tu ry . The number o f  perform ances and im ita t io n s  o f  them, and th e  
mass and long  con tinuance  o f  a l lu s io n s  to  them prove t h i s  -  a l lu s io n s  
which, when th ey  occur in  o th e r  p la y s , as th ey  o f te n  do, have th e  
q u a l i ty  o f  a t h e a t r i c a l  " in - jo k e "  and which would be p o in t le s s  i f  they  
d id  n o t r e f e r  to  som ething prom inent in  th e  p o p u lar consc iousness .
The p lay s  were s t i l l  p o p u la r in  some q u a r te r s  as l a t e  as th e  c lo s in g  o f 
th e  th e a t r e s  in  1642. I t  i s  i r o n ic  t h a t  u n t i l  r e c e n t  y ears  modern 
c r i t i c i s m  has tak e n  i t  upon i t s e l f  to  say  th a t  th e  p lay s  o f  one o f  th e  
most t h e a t r i c a l l y  su c c e ss fu l and p o p u lar d ra m a tis ts  o f  h is  own day
18.
a re  n o t s u i t a b le  f o r  th e  s ta g e . T his a t t i t u d e  has been p a r t l y  due 
to  a  la c k  o f  u n d e rs tan d in g  o f  th e  e x p e c ta tio n s  o f  th e  E liza b e th a n  
aud ience  in  term s o f  th e  e v o lu tio n  o f  th e  E liza b e th a n  drama end a 
la c k  o f  a p p re c ia t io n  f o r  th e  more s p e c i f i c a l l y  " th e a t r i c a l "  q u a l i t i e s  
o f  Marlowe’ s p la y s , f o r  example, th e  p o s s i b i l i t i e s  f o r  s p e c ta c le  
and p a g ea n try  in  Tam burlaine and Dr. F austus and th e  v iv a c i ty  o f  th e  
a c t io n  o f  The Jew o f  M alta .
In  'th e  l a s t  decade o f  th e  s ix te e n th  cen tu ry  th e re  was no 
q u e s tio n  o f  th e  s ta g e w o rth in e ss  o f Marlowe’ s p la y s . T am burlaine.
Dr. F a u s tu s . The Jew o f  M alta  and The Mias sa c re  a t  P a r is  belonged to  
th e  A dm iral’ s men, whose p o p u la r le a d in g  a c to r ,  Edward A lleyn , gained 
fame as T am burlaine, F au stu s and B arabas, and presum ably as th e  Guise 
as w e ll. S t a t i s t i c s  o f  th e  accoun ts in  th e  D iary  o f  P h i l ip  Henslowe, 
th e  company's la n d lo rd  and f in a n c ie r ,  show th e  p o p u la r i ty  o f  M arlowe's 
p la y s ,  even as r e v iv a ls  in  co m p e titio n  w ith  new p la y s . P'or example, 
to  ta k e  one o f  th e  b e s t  documented p e rio d s  in  th e  Diar}^, w hile  p lay in g  
in  r e p e r to ry , c h ie f ly  a t  th e  Rose, from May 1 4 th , 1594 to  J u ly  2 8 th , 1597, 
th e  A dm iral’s men found i t  w orthw hile  to  re v iv e  a l l  o f  Marlowe’ s p lay s  
which were in  t h e i r  p o sse ss io n . Dr. F au stu s ach ieved  tw e n ty -fo u r 
perfo rm ances. The Jew o f  M alta tw enty  and 1 Tam burlaine f i f t e e n  d u rin g  
t h i s  p e rio d . Only some o f  th e  p lay s  marked "ne" ^  ach ieved  a g r e a te r  
number o f  perfo rm ances. The M assacre a t  P a r i s , to o , was given a 
r e s p e c ta b le  t o t a l  o f  te n  pe rfo rm ances.^  Henslowe’ s p e rso n a l sh a re  o f 
th e  ta k in g s  was h ig h e s t  f o r  th e  f i r s t  n ig h ts  o f  th e  r e v iv a l  o f  Dr. F austus
19.
and 1 T am burlaine. when he took  seven ty -tw o  and seven ty -one  
s h i l l i n g s  r e s p e c t iv e ly .  1 and 2 Tam burlaine y ie ld e d  th e  b e s t  
average  r e c e ip t s  over th e  p e rio d  in  q u e s tio n , th ir ty - tw o  and t h i r t y -  
e ig h t  s h i l l i n g s  r e s p e c t iv e ly .  The M assacre a t  P a r is  came f i f t h ,  
y ie ld in g  an average  o f  tw en ty -seven  s h i l l i n g s  a t  each perform ance
as Henslowe*s sh a re , and The Jew o f  M alta  s ix th ,  y ie ld in g  an average
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o r  tw e n ty -s ix  s h i l l i n g s .
We know l i t t l e  o f  how Edward I I  and Dido. Queen o f C arthage
fa re d  on th e  s ta g e  d u rin g  th e  1590’ s , which marked th e  z e n ith  o f  
Marlowe’s p o p u la r i ty  in  th e  th e a t r e .  However, th e  e a r l i e r  e d i t io n s  
o f  Edward I I . f i r s t  p u b lish ed  in  1594, s t a t e  on t h e i r  t i t l e - p a g e  
t h a t  th e  p la y  had been "sondry  tim es p u b liq u e ly  a c te d  in  th e  
hono rab le  C i t t i e  o f  London, by th e  r i g h t  honorab le  th e  E a rle  o f  
Pembroke h is  S e ru an ts . " There i s  no reaso n  to  suppose t h a t  Edward I I  
was u n su c c e ss fu l on th e  s ta g e , a lth o u g h  i t  d id  n o t f i r e  th e  p o p u la r 
im ag in a tio n  as T am burlaine. Dr. F au stu s  and The Jew o f  M alta d id .
I t  i s  d o u b tfu l t h a t  Dido ev er appeared  on th e  p u b lic  s ta g e . The t i t l e -  
page o f  th e  1594 e d i t io n  o f  th e  p la y  s t a t e s  t h a t  i t  was "Played by 
th e  C h ild ren  o f  h e r  M a ie s tie s  C happell. "
There i s  ev idence to  show t h a t  Marlowe’ s p la y s  con tinued  to  
be perform ed in  th e  se v en te en th  cen tu ry  and even u n t i l  j u s t  b e fo re  th e  
c lo e fn g  o f  th e  th e a t r e s .  The Jew o f M alta  was p robab ly  rev iv ed  in  
1601, as Henslowe e n te rs  in  h is  D iary  f o r  Mky 19 th  o f  t h a t  y e a r  a lo an  
" to  bye d iv e rs  th in g e "  f o r  th e  p lay . The M assacre ax P a r is  a ls o  was
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p ro b ab ly  rev iv e d  l a t e  in  IbO l o r  1602, as Henslowe e n te rs  lo an s  f o r  
costumes f o r  th e  p la y  in  November 1601, and a  payment to  A lleyn  f o r  
th e  book o f  th e  p la y  in  Jan u ary  1602. A l e t t e r ,  d a ted  J u ly  7 th , 1602, 
from Winwood in  P a r is  to  Lord C e c il, in  which th e  form er r e l a t e s  
F rench com plain ts  about th e  r e p re s e n ta t io n  o f  H enri IV and o f  th e  
d e a th  o f  th e  Duke o f  Guise on th e  E n g lish  s ta g e , p ro b ab ly  r e f e r s  to
n
a perform ance o f  Marlowe’s M assacre a t  Pa r i s .  The f a c t  t h a t  Henslowe 
l e n t  th e  A dm iral’ s men £4 in  November 1602, to  pay W illiam  B ird  and 
Samuel Rowley " f o r  th e r  ad icyones in  d o c to r  fo s te s "  su g g ests  t h a t  
th e  p la y  was abou t to  be rev iv e d . A re fe re n c e  to  Dr. F austu s a t  
th e  F o rtune  in  G olding-Lane in  John M elton’s A s tro lo g a s te r . p u b lish ed  
in  1620, shows t h a t  th e  p la y  was p a r t  o f th e  P a lsg ro v e ’s company a t
g
about t h i s  p e rio d . The A dm iral’ s men, who had moved from th e  Rose to  
th e  F ortune  in  1600, had become P rin c e  Henry’ s men in  1604, and th e  
P a lsg ro v e ’ s o r  King o f  Bohemia’ s men in  1613. Edward  I I  was a ls o  
a c ted  d u rin g  t h i s  same p e r io d . The t i t l e - p a g e  o f  some o f  th e  cop ies  
o f  th e  1622 e d i t io n  o f th e  p la y  s t a t e s :  "As i t  was p u b lik e ly  Acted
by th e  l a t e  Queenes M a ie s tie s  S ervan ts a t  th e  Red B u ll in  S. Johns 
s t r e e t s . " The Jew o f  M alta was perform ed, under th e  a u sp ice s  o f 
Thomas Heywood, as l a t e  a s ,  presum ably, 1632 o r  1633. The t i t l e - p a g e  o f 
th e  1633 e d i t io n  o f  th e  p la y  s t a t e s :  "As i t  was p layed  b e fo re  th e
King and Queene, in  h i s  M a je s tie s  T h ea tre  a t  W hite-H all, by h e r  M a je s tie s  
S e rv an ts  a t  th e  C o c k -p it ." The company perfo rm ing  th e  p la y  was t h a t  
o f  Queen H e n r ie t ta .
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The con tinuance  o f  a l lu s io n s  to  Marlowe’s p la y s , e s p e c ia l ly  
to  Tam burlaine and Dr. Fau s tu s , a lso  shows t h a t  th e y  h e ld  th e  s ta g e  
in  th e  se v e n te e n th  cen tu ry . I t  i s  to  a l lu s io n s  t h a t  we owe th e  
su p p o s it io n  t h a t  Tam burlaine and Dr. F au stu s were perform ed in  th e  
y e a rs  im m edia te ly  p rec ed in g  th e  c lo s in g  o f  th e  t h e a t r e s ,  when th e y  had 
become by many y e a rs  outmoded by newer t h e a t r i c a l  fa sh io n s . Tn 
The G uardian by Abraham Gowhey, f i r s t  a c te d  in  Pkrch 1641, th e r e  i s  /  
an a l lu s io n  to  T am burla ine:
"B la (d e ) . F i r s t ,  le a v e  your ra g in g . S i r :  f o r  though
you shou ld  ro a r  l ik e  Tam erlin  a t  th e  
B u ll, ’ tw ould do no good w ith  m e.’’
This a l lu s io n  su g g es ts  t h a t  Marlowe’s p la y  was b e ing  perform ed a t
th e  Red B u ll in  abou t I 64O o r  e a r ly  I 64I .  ^ G. E. B en tley , in
The Jacobean  and Ca r o l i ne S tage  ( l 9 4 l ) ,  n o te s  an a l lu s io n  to  Dr. F austus
in  Knavery in  A ll T rad es, p o s s ib ly  by John Tatham, a  p la y  w r i t te n  a f t e r
th e  R e s to ra t io n , b u t which r e f e r s  to  t h e a t r i c a l  a f f a i r s  b e fo re  th e
c lo s in g  o f  th e  th e a t r e s  a t  th e  o u tb reak  o f  th e  c i v i l  war. B en tley
shows t h a t  th e  passage  c o n ta in in g  th e  a l lu s io n  im p lie s  t h a t  P r in c e
C harles ’ ( I I )  company was a c t in g  Dr. F au stu s  a t  th e  F ortune in  th e
y e a r  o r  two p reced in g  th e  c lo s in g  o f  th e  th e a t r e s .
L i t t l e  can be s a id  o f  th e  contem porary a t t i t u d e  to  Edward I I , 
The M assacre a t  P a r is  o r  D ido, Queen o f  C arthage as im p lied  in  a l lu s io n s ,  
im i ta t io n s  o r  p a ro d ie s . But from a l lu s io n s  to  T am burlaine, Dr. F austu s 
and, to  a  l e s s e r  e x te n t .  The Jew o f  M alta we can see  what f e a tu r e s  o f  
th e s e  p la y s  caught th e  p o p u la r  im ag in a tio n . Many o f  th e  a l lu s io n s
22.
v e ry  o b v io u s ly  r e f e r  to  th e  p lay s  as th ey  were a c te d  and even t e l l  
us som ething  abou t th e  way in  which th ey  were perform ed. Echoes o f 
in d iv id u a l  l in e s  o f  Marlowe’ s p lay s  in  s e r io u s  c o n te x ts , however, 
p ro b ab ly  show a l i t e r a r y ,  as opposed to  a p u re ly  t h e a t r i c a l ,  
aw areness o f  th e  p la y s , even i f  th e  l in e s  a re  remembered from th e  
th e a t r e .  I  s h a l l  a ttem p t to  show, making f r e e  use o f  Tucker B rooke’ s 
"The R e p u ta tio n  o f  C h ris to p h e r Marlowe", in  which he quo tes 
a l lu s io n s  to  Marlowe and h is  work, what aud iences and o th e r  w r i te r s  
in  th e  l a t e  s ix te e n th  and e a r ly  se v e n te e n th  cen tu ry  found s t r i k in g  
in  T am burla ine, Dr. F au stu s  and The Jew o f M alta , b e a r in g  in  mind 
th e  t h e a t r i c a l  o r i e n ta t io n  o f  th e  im p lied  c r i t ic i s m .  At th e  same 
tim e I  s h a l l  d is c u s s  and t r y  to  account f o r  some o f  th e  a t t i t u d e s  
to  th e s e  p la y s .
The two p a r t s  o f  Tam burlaine were p ro b ab ly  f i r s t  perform ed
in  1587 .^ ^  In  th e  n ex t few y e a rs  a number o f  im i ta t iv e  p lay s  were
produced , f o r  example, G reene’s Alphonsus King o f  A rragon, The F i r s t
P a r t  o f  S e lim us, a ls o  a t t r i b u t e d  to  Greene, and P e e le ’s B a t t le  o f  A lcaza r,
These th r e e  p la y s , and many o th e r s ,  show in  t h e i r  common e lem ents
th e  a s p e c ts  o f Marlowe' s two p lay s  which e n th r a l le d  t h e i r  e a r l i e s t
a u d ie n ce s . A ll have an o r i e n t a l  s e t t in g ,  m a r t ia l  heroes who b o a s t o f
t h e i r  prow ess in  m agniloquent language, and a l l  a f fo rd  o p p o r tu n it ie s
f o r  s ta g e  s p e c ta c le .  John B akeless in  C h ris to p h e r  Marlowe (1938)
p o in ts  o u t t h a t  in  Alphonsus Greene " p r a c t i c a l l y  rew ro te  Marlowe’s
12p la y  scene by scene and ep isode  by ep isode  f o r  two whole a c t s . "
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The ways in  which Alphonsus and Selimus d i f f e r  from each o th e r , 
w hile  a t  th e  same tim e bo th  a re  im ita t iv e  o f Tam b u rla in e , im ply two 
p o s s ib le  a t t i tu d e s  to  Tam burlaine h im se lf . Alphonsus i s  th e  son o f  
th e  r i g h t f u l  h e i r  to  th e  th ro n e  o f Arragon and a hero to  be adm ired; 
Selim us ta k e s  arms a g a in s t  h is  f a th e r  and i s  to  be condemned in  
m oral term s. This d if f e re n c e  i s  p a r t i c u l a r ly  s ig n i f ic a n t  in  view o f  
th e  tw e n tie th  cen tu ry  c r i t i c a l  co n troversy  as to  w hether we a re  
meant to  adm ire Tam burlaine o r  to  condemn him. In  th e  person  o f  
Selim us a re  re p re se n te d  some o f  th e  worse q u a l i t i e s  o f Tam burlaine in  
a more e x p l i c i t  and exaggera ted  form. He i s  a thorough "k iach iavellian"  
and a b la t a n t  " a th e is t" :
" I  count i t  s a c r i le d g e , fo r  to  be h o ly .
Or reuerence  th i s  th re d -b a re  name o f good, 
######*#*######*##############*##########
Make thou a passage f o r  th y  gushihg f lo u d .
By s la u g h te r , t re a so n , o r  what e ls e  thou can.
And 8corne r e l ig io n ;  i t  d isg ra c e s  man."
(Selim us, 11.177-83)
These l in e s  may owe som ething, to o , to  M achiavel’ s p ro logue to
The Jew o f  M alta. L ike Tam burlaine, Selim us d a res  d iv in i ty .  The
a u th o r o f Selim us seems to  have noted p a r t i c u l a r ly  th e  ru th le s s  and
blasphemous a sp e c ts  o f T am burlaine’s c h a ra c te r  in  h is  p o r t r a y a l  o f
Selim us. I f  th e  au th o r was Greene, th en , d e s p ite  h is  p o r t r a y a l  o f
Alphonsus as adm irab le , su p p o rt can be found f o r  t h i s  o p in ion  in  two
rem arks in  h is  p rose  works. One occurs in  th e  e p i s t l e  a tta c h e d  to
Ferim edes th e  Blacks^jljbh:
" .........  d a rin g  God o u t o f heauen w ith  th a t
A th e is t  Tamburlan ..............."
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The o th e r  occurs in  G reene 's  G roatsw orth o f  W it:
" Is  i t  p e s t i l e n t  % c h iu i l ia n  p o l l i c i e  t h a t  thou has s tu d ie d ? "
This second re fe re n c e  i s  a lso  assumed to  he to  Marlowe. Perhaps 
Greene was id e n t i fy in g  th e  au th o r w ith  h is  h e ro e s , as so many l a t e r
c r i t i c s  have done. The m oral a t t i t u d e  o f th e  a u th o r o f  Selim us
su p p o rts  R. W, B a tten h o u se 's  c o n te n tio n  in  Marlowe' s "Tam burlaine" (1941)
t h a t  th e  p la y 's  ten  a c ts  " o f f e r  one o f th e  most g ran d ly  moral
sp e c ta c le s  in  th e  whole realm  o f E n g lish  d r a m a . B u t ,  whereas in
Selim us m oral condem nation o f Selim us i s  made e x p l i c i t  w ith in  th e
p la y , th e re  i s  no such e x p l i c i t  condemnation o f  Tam burlaine in
% rlo w e ' s p la y  from any c h a ra c te r  to  whose op in ion  we a re  allow ed
to  g ive much w eigh t. Selim us i s  rebuked in  term s o f  C h r is t ia n
m o ra lity  by C orcut, h is  good and adm irab le  b ro th e r . The p ro logue
to  S e lim us. to o , exp resses a  m oral a t t i t u d e  tow ards th e  hero ; he i s
r e f e r r e d  to  as " th e  wicked sonne". M arlow e's aud ience , on th e  o th e r
h a n d ,is  sim ply  to ld  to  "applaud" T am burlaine*s fo r tu n e s  "as you
p le a s e ."
Whatever contem porary audiences may have though t o f  
T am burla ine 's  moral p o s i t io n ,  th e  dow nfall o f  B a jaze th  seems to  have 
been seen as a "casus" in  term s o f th e  u n c e r ta in ty  o f fo r tu n e . One 
o f  th e  most obvious examples o f t h i s  view o f  B ajazeth*s dow nfall i s  
th e  a l lu s io n  to  M arlowe's p lay  in  Thomas D ekker's  Old F o rtu n a tu s  (1600), 
F ortune h e r s e l f  review s th e  h is to ry  o f  fo u r k ings whom she has in  
h e r  t r a i n  and f o r  whose dow nfall she has been re sp o n s ib le . Of B a jaze th
25.
she says,
"Here s tands th e  v e r ie  sou le  o f m ise rie  
Poore B a iaze t o ld  T urkish Emperour,
And once th e  g re a te s t  ^'bnarch in  th e  E ast;
Fortune h e r s e l f  i s  sad to  view th y  f a l l ,
And g rieu es to  see th ee  glad to  l ic k e  vp crommes 
At th e  proud f e e t  o f th a t  g re a t S c ith ia n  swâae.
Fortunes b e s t  minion, w arlike  Tambu r la in e :
Yet must thou in  a cage o f Iron  be drawne
In  trium ph a t  h is  h e e le s , and th e re  in  g r ie fe
Dash o u t th y  b ra in e s ."  ( I ,  i ,  186-95)
A c tu a lly , th e  concept o f  th e  u n c e r ta in ty  o f  fo rtu n e  i s  made e x p l i c i t
in  Tamburlaine i t s e l f  in  Z en o c ra te 's  threnody over th e  dead bodies o f
B ajazeth  and Zabina:
"Those th a t  a re  proud o f  f ic k le  Empery,
And p lac e  t h e i r  c h ie fe s t  good in  e a r th ly  pompes 
Behold th e  Turke and h is  g re a t Emperesse, "
(1 T saiburlalne. 11.213^-6) 
The a llu s io n s  to  Tamburlaine show th a t  th e  fe a tu re s o f  
th e  p lay  which contemporary audiences found most s t r ik in g  were the  
ep isodes o f B a jaze th ’s cage, th e  king-draw n c h a r io t,  th e  use o f 
d i f f e r e n t  coloured f la g s  to  s ig n ify  Tamburlaine*s m il i ta ry  in te n t io n s  
and th e  h e ro ’ s use o f B ajazeth  as a fo o ts to o l .  I t  w il l  be n o tic ed  
th a t  a l l  o f th e se  episodes a re  fe a tu re s  o f s ta g e  sp e c ta c le  and a re  
obv iously  remembered from perform ances o f th e  two p a r ts  o f  Tamburlaine 
by th e  w r ite r s  who a llu d e  to  them, o r , a t  l e a s t ,  by th e  e a r l i e r  w r i te r s .
I t  i s  p o ss ib le  th a t  in  tim e such a llu s io n s  became a m atte r o f  course 
through l i t e r a r y  r e p e t i t io n .  The a l lu s io n  by Dekker to  B a ja ze th ’ s 
cage, quoted above, i l l u s t r a t e d  the  contemporary i n t e r e s t  in  t h i s  
ep isode, as does a l in e  in  John Donne’s The Calme;
29"Like B a jaze t encag’d, the  shepheards sc o ffe . "
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I l l u s t r a t i v e  o f  th e  im pression  made by T am burlaine*s
c h a r io t  drawn by fo u r  k ings a re  p lay s  which in tro d u c e  s im ila r
c h a r io ts .  The dev ice  had been used in  one o f  th e  dumb-shows in
J o c a s ta  ( 1566) ,  by Gascoigne and Kinwelmersh, in  which a k in g ,
p e rs o n ify in g  Am bition, e n te r s  in  a c h a r io t  drawn by fo u r  k in g s j
T am burla ine. however, p robab ly  gave f r e s h  im petus to  t h i s  s ta g e
e f f e c t .  Lodge, f o r  example, makes use o f i t  in  The Wounds o f C iv il
War ( 1594) ,  in  which S y lla  e n te r s  in  trium ph in  a c h a r io t  drawn by
fo u r  Ib o r s .  W. J ,  Lawrence has p o in ted  o u t th a t  Heywood rev iv e d  th e
d ev ice  as l a t e  as around 1611 in  The S i lv e r  Age, in  which P lu to  e n te r s
15in  a d ev il-d raw n  c a r. V erbal a l lu s io n s  a lso  show th e  p o p u la r i ty  
o f  th e  c h a r io t  scene in  Tam burlaine. E s p e c ia l ly  f re q u e n t a re  p a ro d ie s  
o f  th e  famous opening l in e s  o f Tam burlaine*s f i r s t  speech from th e  
c h a r io t :
"H o lla , ye pampered lad e s  o f  A sia" (2 Tam burlaine. 1 .3 9 8 0 ).
The most famous and th e  most enchan ting  parody i s  P i s t o l ’ s in
2 Henry IV:
"S h a ll  ;p a c k h o rse s .
And ho llow  pamper’d ja d e s  o f  A sia ,
VJhich cannot go b u t t h i r t y  m ile  a day,
Compare w ith  C aesars, and w ith  C ann iba ls , ]_6
And T ro ia n t Greeks?" ( I I , i i ,  1.154-5&)
There a re  many a l lu s io n s ,  to o , to  T am burlaine’s f la g s  and
to  h is  use  o f  B ajaze th  as a f o o ts to o l .  For example, in  Delcker’ s
S a tiro m a s tix  (1602) one c h a ra c te r  says to  a n o th e r ,
"What, d o s t  summon a p a r l i e  my l i t t l e  d fum sticke?
’t i s  too  l a t e ;  thou s e e s t  my red  f l a g  i s  hung o u t ."
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In  î 'îa ss in g e r’ s The Maid o f  Honour (1632) th e  fo llo w in g  exchange ta k e s  
p la c e :
" P a g e  Do i t ,  and n e a t ly ;
Or, hav ing  f i r s t  t r ip p e d  up th y  h e e ls .  I ’ l l  make 
Thy back my f o o ts to o l .
S v l l i . Tam burlaine in  l i t t l e i
Am I  tu rn ed  Turk? What an o f f i c e  am I  p u t t o i "
I n te r e s t in g ly ,  th e  I 6I 6 t e x t  o f  Dr. F austu s c o n ta in s  an ep isode  in
which th e  Pope u ses Bruno, a c la im an t to  th e  papacy, as a  f o o ts to o l .
T his e p iso d e , to o , seems to . a l lu d e  to  Tam burlaine.
Tam burlaine h im se lf  was seen  as an e x tra v a g a n t f ig u re .
17This a t t i t u d e ,  as I  s h a l l  show below, was p a r t l y  due to  th e  way
in  which th e  p a r t  was a c te d . As e a r ly  as 1593 D rayton has a  re fe re n c e
in  h is  Dow sabell to  "bedlam Tamburlayne. " In  l a t e r  y e a rs  "Tam burlaine"
came to  be used as an a lm ost p ro v e rb ia l  term  o f  abuse , a s  in  D ekker’ s
S a tiro m a s tix . in  which Tucca says to  H orace,
"d o s t stampe mad T am berlaine, d o s t  stam pe?"
In  Cow ley's The G uardian ( I 64I )  B lade compares Trueman w ith  Tam burlaine,
Trueman, perhaps n o t r e a l l y  u n d e rs tan d in g  th e  a l lu s io n ,  b u t f e e l in g
th e  fo rc e  o f  th e  abuse, r e t o r t s :
" I  T am erlin? I  sco rn  him, as much as you do, f o r  your 
e a rs . I ’l l  have an a c t io n  o f  s la n d e r  a g a in s t  you.
C ap ta in ; you s h a l l  n o t m isca l me a t  your p le a s u re
The f a c t  t h a t  th e  m a jo r ity  o f th e  a l lu s io n s  to  Tam burlaine 
a re  humorous i s  n o t n e c e s s a r i ly  evidence o f  an o u t-a n d -o u t condem nation 
o f  th e  p la y  by contem porary w r i te r s .  The a l lu s io n s  were meant to  
amuse and, as such , should n o t be tak en  as s e r io u s  adverse  c r i t i c i s m s .
28.
I t  must be remembered, to o , t h a t  Marlowe was do ing  som ething new.
He was p u t t in g  new m a tte r  on to  th e  p o p u la r s ta g e  in  a new s ty l e .  
In n o v a tio n s  a re  always an obvious t a r g e t  f o r  to p ic a l  a l lu s io n  and 
humour. In  e v a lu a tin g  th e  se v en te en th  cen tu ry  a l lu s io n s  to  Marlowe’ s 
p la y s , th e  passage  o f  tim e and changes in  t h e a t r i c a l  fa sh io n  have 
a ls o  to  be tak e n  in to  c o n s id e ra tio n . In  th e  f i r s t  te n  o r  tw enty  
y e a rs  o f  th e  se v e n te e n th  c en tu ry  Marlowe’ s p lay s  had a lre a d y  become 
p ie c e s  o f  t h e a t r i c a l  h i s to r y ,  even w hile  th ey  con tinued  to  e n te r ta in  
p o p u la r au d ien ces . An analogy  can perhaps be found in  John O sborne’ s 
Look. Back in  Anger, which broke new ground in  modern drama and 
s t a r t e d  a  fa sh io n  in  "angry  young men", b u t which i t s e l f  became o u t­
d a te d  w ith in  a few y e a rs . Ben Jonson has two i l l u s t r a t i v e  a l lu s io n s  
to  change in  t h e a t r i c a l  f a s h io n , one o f diem s p e c i f i c a l l y  r e f e r r in g  to  
T am burlaine. In  th e  in d u c tio n  to  Bartholomew F a ir  ( 1614) th e  
S c riv e n e r  read s o u t to  th e  aud ience  th e  " A r t ic le s  o f  agreem ent" 
betw een aud ience  and a u th o r , in  which th e  a u th o r  comments:
"He t h a t  w i l l  Swear, Jeronomo or  A ndronicus. a re  th e  
b e s t  p lay s  y e t ,  s h a l l  p a ss  unexcepted  a t  h e re , as a 
man whose judgment shews i t  i s  c o n s ta n t , and h a th  
s tood  s t i l l  these; f iv e  and tw enty  o r  t h i r t y  y e a r s ."
This comment shows t h a t  th e  p lay s  o f  Marlowe’ s tim e , though . oütmoded
in  th e  more i n t e l l e c t u a l  c i r c l e s ,  rem ained f o r  a long  tim e p o p u la r
w ith  th e  "g ro u n d lin g s ."  The o th e r  a l lu s io n  occu rs in  D is c o v e r ie s .
f i r s t  p r in te d  in  I 64O:
29.
" ...........  th e  Tamerlane s . and Tamer-Chams o f  th e  l a t e  Age,
which had n o th in g  in  them b u t th e  s c e n ic a l l  s t r u t t i n g ,  
and fu r io u s  v o c if e r a t io n ,  to  w a rran t them to  th e  
ig n o ra n t g a p e rs ."
This l a s t  q u o ta tio n  from Ben Jonson i s  a s t r i k in g
i l l u s t r a t i o n  o f th e  t h e a t r i c a l  o r i e n ta t io n  o f  contem porary c r i t i c i s m
o f  M arlow e's p la y s . Many o f  th e  a l lu s io n s  to  Tam burlaine h im se lf
c le a r ly  r e f e r  to  th e  p a r t  as i t  was a c te d , by A lleyn  o r  by h is
su c c e sso rs . One o f th e  e a r l i e s t  such a l lu s io n s  o ccu rs  in  Book I ,
S a t i r e  I I I  o f  Joseph  H a l l 's  V irgidem iarum  (1597). D isc u ss in g  th e
po p u la r E liz a b e th a n  drama, u n fav o u rab ly , he c i t e s  T am burla ine:
"One ( i . e .  a p la jn ^ ig h t)  h ig h e r  p i t c h 'd  d o th  s e t  h is
s o a r in g  th o u g h t 
On crowned k in g s t h a t  F o rtune  h a th  ]d w  b ro u g h t:
Or some v p rea red , h ig h -a s p ir in g  swaine 
As i t  m ight be th e  T urk ish  T am berlaine.
Then weeneth he h is  base drink-drow ned s p r ig h t .
Rapt to  th e  th re e fo ld  l o f t  o f  heauens h ig h t.
When he conceiues vpon h is  fa in e d  s ta g e  
The s ta lk in g  s te p s  o f  h is  g re a t  personage.
Graced w ith  h u f-cap  term es and th u n d rin g  t h r e a t s /
That h is  poore h e a re rs  hayre  q u i te  v p r ig h t  s e t s . "
J
O ther a l lu s io n s  to  Tam burlaine which o b v io u sly  r e f e r  to th e  p a r t  o f
th e  hero  as i t  was a c ted  in c lu d e  t h a t  in  th e  B lack Book ( I 6Q4 ) ,
p o sab ly  by M iddleton:
" th e  sp in d le -sh a n k  s p i d e r s   went s ta lk in g
over h is  head as i f  th ey  had been conning o f Tam burlaine"
and t h a t  in  th e  passage a lre a d y  quoted  from The G uardian:
" .........  r o a r  l ik e  Tam erlin a t  th e  B u l l   "
A passage  in  th e  in d u c tio n  to  John M arsto n 's  Antonio and M e llid a  ( I 6OI) 
shows t h a t  "Tam burlaine" had become a  by-word f o r  a  bom bastic s t y l e  
o f  a c t in g . A f te r  a  bom bastic speech  from M atzagente, F e lic h e  exc la im s:
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"Rajnpum scrampum, mount t u f t i e  Tam burlaine.
What r a t t l i n g  thunderc lappe  b reakes from 
h is  l ip s ? "
Whereupon, A lb e rto  e x p la in s :
"0 ' t i s  n a t iv e  to  h is  p a r t .  For, a c t in g  a 
moderne Bragadoch under th e  person  o f 
M atzagente, th e  Duke o f M illa in e s  sonne, i t  may 
seeme to  s u i t e  w ith  good fa sh io n  o f  coherence. "
The a c t in g  o f  Tam burlaine must have d e te r io r a te d  over th e  
y e a rs , as M arlow e's p lay s  were a c ted  a t  th e  F ortune  and th e  Red B u ll, 
which d id  n o t have a v e ry  h igh  re p u ta tio n  in  th e  y e a rs  p reced in g  th e
c lo s in g  o f  th e  th e a t r e s .  I t  i s  d i f f i c u l t  to  b e lie v e  t h a t  th e  a c t in g
o f T am burla ine, in  th e  days o f A lleyn a t  l e a s t ,  was q u i te  as d re a d fu l  
as many w r i te r s  made i t  o u t to  have been. There may have been a 
developm ent in  a c t in g  s ty le s  over th e  y e a r s ,b u t  A lfred  Harbage 
p o in ts  o u t t h a t  th e re  i s  "no evidence to  show th a t  A lle y n 's  a c t in g  
was d i f f e r e n t  o r  i n f e r i o r  to  B u rb ag e 's ."  A lle y n 's  a c t in g  must 
have been  approved o f  by th e  s o p h is t ic a te d  c o u rt c i r c l e ,  a s  th e  Queen 
h e r s e l f  re q u e s te d  him to  resume p lay in g  in  1600 a f t e r  an absence 
from th e  s ta g e  o f  th re e  y e a rs . V arious t r ib u te s  to  A lle y n 's
a c t in g  show th e  esteem in  which he was h e ld . Nashe in  S tran g e  Newes (159$, 
sp eak in g  o f  S penser, rem arks t h a t
" h is  v e ry  name (a s  t h a t  o f  Ned A llen  on th e  common s ta g e )
was a b le  to  make an i l l  m a tte r  good. "
Thomas F u l le r  in  A H is to ry  o f  th e  W orthies o f  England ( 1662) ,
a d m itte d ly  speak ing  from h ea rsay , says o f A lleyn th a t .
"He was th e  R oscius o f our age, so a c t in g  to  th e  l i f e  th a t  
he made any p a r t  (e 'sp e c ia lly  a m a je s tic  one) to  become him. "
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From t h i s  t r i b u t e  we m ight expect t h a t  A lleyn  d id  w ell in  th e
m a je s tic  p a r t  o f  Tam burlaine. Even Ben Jonson, who c r i t i c i s e s  th e
perform ance o f Tamburlaine a d v erse ly  in  D isc o v e r ie s , compares
A lleyn  fa v o u ra b ly  w ith Aesopand R oscius, th e  famous Roman a c to r ,
in  one o f  h is  epigram s, John R u sse ll Brown in  an e ssay  on
"Marlowe and th e  A ctors" in  th e  Tulane Drama Review ( I 964) concludes
t h a t  "M arlovian acting"w as "broad and v io le n t" ,  b u t capab le  o f
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com peting w ith  newer s ty le s .  I t  i s  p o ss ib le  t h a t  th o se  w r i te r s  
who a llu d e  to  th e  a c tin g  o f  Tamburlaine a re  e x ag g e ra tin g  th e  amount 
o f  " s ta lk in g "  and " ro a rin g "  to  be seen  and heard  on th e  s ta g e  f o r  
purposes o f  humour o r  s a t i r e ,  o r  even ou t o f a l i t t l e  resen tm en t 
a t  th e  con tinued  p o p u la r i ty  o f th e  p lay . The debased k ind  o f
22perform ance to  which Tam burlaine was su b je c ted  in  l a t e r  y e a rs , 
to o , must be p a r t l y  re sp o n s ib le  fo r  some o f  th e  mocking a l lu s io n s  to  
th e  p la y  and f o r  Ben Jonson* s c r i t ic is m  in  D isco v erie s  t h a t  
" th e  T am erlanes, and Tamer-Chams o f th e  l a t e  Age ’. ' . . " f l y  from a l l  
hum anity. "
é
However, even ta k in g  in to  c o n s id e ra tio n  th e  good humour o f  
many o f  th e  a l lu s io n s  to  Tam burlaine. th e  passage of tim e between i t s  
f i r s t  appearance and th e  sev en teen th  cen tu ry  a l lu s io n s  to  i t  and th e  
exaggera ted  and ra n tin g  s ty le  o f th e  l a t e r  perform ances, a c e r ta in  
e lem ent o f  ad v erse  contem porary c r i t ic i s m  rem ains. A .Davenport in  
h is  in tro d u c tio n  to  The C o llec ted  Poems o f Joseph H a ll (1949) p o in ts  
o u t t h a t  H a ll was " f u l ly  a l iv e  to  th e  dangerous elem ent o f  bombast
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23in  th e  r h e to r i c  o f  th e  p o p u la r tra g e d y ."  This c r i t i c a l
aw areness o f  H a l l 's  can be seen  w ith  re fe re n c e  to  Tamburla in e  in  
th e  l i n e s ,
"Graced w ith  h u f-cap  term es and th u n d rin g  th r e a t s " ,  
which D avenport su g g e s ts  i s  an echo o f  th e  p ro logue to  1 Tam burlaine 
and th e  t h i r d  l i n e  o f  th e  p la y ,
"F or i t  r e q u ire s  a g re a t  and th u n d rin g  sp e e c h ."
Those w r i te r s  who parody l in e s  l i k e  "H olla , ye pampered la d e s  o f  A sia"
(2  T am burla ine . 1. 3980) and "Awake ye men o f  Memphis” ( l  T am burla ine.
1 .1372) show a s im ila r  aw areness o f  th e  bom bastic elem ent in  th e  
p la y . A llu s io n s  to  such s t r i k in g  f e a tu re s  o f  Tam burlaine as 
B a ja z e th  *s cage and Tam burlaine * s c h a r io t  show an aw areness o f  what 
n in e te e n th  c en tu ry  c r i t i c s  m ight have c a l le d  th e  p l a y 's  "ex trav ag an ce  
o f  in c id e n t" .  In  re c o g n is in g  th e  bom bastic and e x tra v a g a n t elem ents 
o f  T am burlaine contem porary c r i t ic i s m  i s  in  accord  w ith  n in e te e n th  
and e a r l i e r  tw e n tie th  c en tu ry  c r i t ic i s m . The d i f f e r e n c e  i s  t h a t  th e  
contem porary  c r i t i c i s m  o f  Tam burlaine i s  r e la te d  to  th e  e f f e c t  
produced by th e  p la y  in  th e  th e a t r e ,  w hereas, u n t i l  r e c e n t ly ,  modern 
c r i t i c i s m  i s  n o t. On th e  o th e r  hand, tw e n tie th  cen tu ry  c r i t i c i s m  
has become more s u b t le ,  see in g  conscious am biguity  in  th e  p re s e n ta t io n  
o f  Tam burlaine h im se lf . The o v e r - r id in g  e f f e c t  made by s p e c ta c le  and 
m agniloquence on th e  E liz a b e th a n  s ta g e  may have made i t  d i f f i c u l t  f o r  
M arlow e's con tem poraries to  see  any th ing  more in  th e  p la y  th an  th e s e  
two e lem en ts. B ut, a t  l e a s t ,  th ey  were n o t so c a r r ie d  away by th e
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sp le n d o u r o f  th e  h e ro , as some l a t e r  c r i t i c s  have been, t h a t  th e y  
were b l in d  to  th e  c r u e l ty  o f  some o f h is  ac tions#  F urtherm ore , in  
t h e i r  m ingled ad m ira tio n  f o r  and amusement a t  th e  p la y , which i s  
ev idenced  by, on th e  one hand, d e r iv a t iv e  p la y s , and on th e  o th e r ,  
humorous a l lu s io n s  to  T am burlaine. th ey  perhaps come c lo s e r  to  se e in g  
th e  am bivalence o f  M arlow e's p la y  and the p a r t  p layed  in  i t  by 
humour th e n  any l a t e r  c r i t i c s  u n t i l  re c e n t  y e a rs , when th e  t h e a t r i c a l  
e f f e c t  o f  th e  p la y  i s  once more be ing  talc en in to  c o n s id e ra tio n .
The problem s o f  th e  t e x t ,  a u th o rsh ip  and d a te  o f  Dr. F austus 
a re  s t i l l  c o n tr o v e r s ia l  i s s u e s .  A ccording to  W, W, Greg in  h is  
P a r a l l e l  T exts e d i t io n  o f  th e  p la y  (1950), th e  v e rs io n c f  th e  p la y  
re p re s e n te d  in  th e  t e x t  o f  1616 i s  p ro b ab ly  c lo s e r  to ih e  p la y  as i t  
was o r i g in a l l y  periorm ed th a n  i s  th e  v e rs ic n re p re se n te d  in  th e  t e x t  
o f  1604. Greg c o n s id e rs  t h a t  th e  I 6O4 v e rs io n  re p re s e n ts  th e  p la y  as 
i t  was perform ed in  th e  p ro v in c e s , sh o rte n e d , l e s s  demanding in  i t s  
s ta g e  e f f e c t s  and in te r p o la te d  w ith  a d d i t io n a l  low comedy. He f e e l s ,  
a s th e  m a jo r i ty  o f  c r i t i c s  have done, t h a t  bo th  v e rs io n s  c o n ta in  
m a te r ia l  n o t  by Marlowe. The problem  o f a u th o rsh ip  does n o t concern me 
h e re ,  s in c e  I  am concerned w ith  th e  e f f e c t  o f  th e  p la y  as a whole on 
contem porary  aud iences and w r i te r s .  I t  used  to  be co n sid ered  th a t  
Dr. F au stu s  was composed a f t e r  T am burlaine. in  about 1588, b u t many 
modern c r i t i c s  argue t h a t  i t  d a te s  r a th e r  from about 3-592 and i s  
M arlow e's l a s t  m ajor p la y . The e a r l i e s t  c e r ta in  perform ance o f  th e  p la y
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was on 2nd O ctober, 1594, a lthough  i t  must have been ac ted  b e fo re  
t h i s  d a te ,  as Henslowe does n o t mark i t  as "ne" in  h is  D iary .
Dr. F au stu s appears to  have had l i t t l e  in f lu e n c e  on l a t e r
t r a g e d ie s ,  perhaps because Marlowe was making use  o f  a d ram a tic
t r a d i t i o n  which was a lre a d y  outmoded in  h is  own day. The elem ents
o f  Dr. F au stu s  which made a s e r io u s  im pact on M arlow e's con tenuer a r i e s
and im m ediate su c c e sso rs  were F austus ' l a s t  agony o f  mind and th e
r e s u r r e c t io n  o f  th e  d e v il  on .the s ta g e , a lthough  th e  r a i s in g  o f  th e
d e v i l  was more o f te n  used  f o r  comic th an  f o r  se r io u s  purposes in
l a t e r  p la y s .  A Looking Glas se  f o r London and England (1594) by Greene
and Lodge appears to  show th e  in f lu e n c e  o f  F a u s tu s ' l a s t  hour in  one
o f  i t s  e p iso d e s . An U su re r i s  in  a s t a t e  o f  d e s p a ir  and agony o f
mind on accoun t o f  h is  s in s  and f e a r  t h a t  he w i l l  be damned. J u s t  as
Mephi8t o p h i l i s  o f f e r s  F au stu s a dagger so t h a t  he m ight commit
s u ic id e ,  so an e v i l  an g e l tem pts th e  U surer, o f f e r in g  him a lo iife  and
ro p e . One o f  th e  U s u re r 's  l i n e s ,  to o ,
"You m ounta ines, shroud me from th e  God o f  t r u th "  (1 .2251)
seems to  be an echo o f  Faustus*
"M ountaines and b i l l e s ,  come, come, and f a l l  on me.
And h id e  me from th e  heauy w rath  o f  God. "
(Dr. F a u s tu s , 11 .1438-39) 
in  h i s  l a s t  s o li lo q u y . A lthough The I-ferry D e v il  cf .Edmonton (16O8 ) 
i s  a  coaedy and F & b e l, th e  sc h o la r  who has so ld  h is  so u l to  th e  d e v i l ,  
u se s  h is  powers f o r  c o a ic  purposes and in a id  two thw arted  lo v e r s ,  th e  
p a c t  w ith  th e  d e v i l  i s  t r e a te d  f a i r l y  s e i io u s ly .  In  th e  opening scene
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o f  th e  p la y  th e  d e v il  comes to  c o l le c t  F ab e l and, a lthough  he ga in s
a  f u r t h e r  seven y e a rs  o f l i f e  and power by a t r i c k ,  h is  speech
e x p re s s in g  h is  f e a r  o f  dam nation and h is  d e s i r e  to  r e t a in  some
s l i g h t  hope o f  s a lv a t io n  i s  moving, and may owe som ething to  th e
power o f  Faustus* l a s t  so li lo q u y :
" l e t  ovenA elm  me w ith  t h i s  globe o f  e a r th .
And l e t  a  l i t t l e  sparrow  w ith  h e r  b i l l  
Talce b u t so much as she can b ear away.
T h at, every  day th u s  lo s in g  o f my lo a d ,
I  may in  tim e y e t  hope to  r i s e . "
The m oral a t t i t u d e  o f  th e  f i n a l  speech by th e  Chorus in  Dr. F a u s tu s ,
in  which th e  h e r o 's  i n t e l l e c t u a l  c u r io s i ty  i s  blamed fo r  h is  f a l l ,
ap p ea rs  to  be r e f l e c te d  by F ab e l, who blames Imowledge f o r  h is
a p p a re n t ly  imminent dam nation:
"When men in  t h e i r  own p r id e  s t r i v e  to  know more 
Than man should  know."
In  The W itch o f  Edmonton ( l 62l ) ,  a trag e d y  by Dekker, Ford and
W illiam  Rowley, th e  o ld  woman's p a c t w ith  th e  d e v il  i s  t r e a te d  in
a h o r r ib le  and f r ig h te n in g  manner. The d e v i l ,  in  th e  g u ise  o f a dog,
i s  g iven  l i n e s ,
"And s e a l  i t  w ith  th y  b lood : i f  thou d en ies# .
I ' l l  t e a r  th y  body in  a thousand p ie c e s ."  ( I I ,  i ,  131-2)
which seem to  be in flu e n c e d  by th e  s ig n in g  o f  th e  bond w ith  b lood
in  Dr. F au stu s  and M eph istoph ilis*  t h r e a t  to  F austus tow ards th e  end
o f  th e  p la y ,
"R e u o lt, o r  H e  in  peece-m eale t e a r e  th y  f le s h "  ^
(Dr. F a u s tu s . 1.1306}
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In  Barnes* The D ev il’ s C harter (1607) Pope Alexander’s end i s ,  l ik e
F a u s tu s ’ , a u s te re  and fr ig h te n in g , and he i s  c a rr ie d  o f f  by d e v ils .
However, he i s  p resen ted  as a thoroughly e v il  c h arac te r and we have
n o th in g  l ik e  th e  sympathy fo r  him th a t  we have fo r  Faustus.
One o r two a llu s io n s  in  non-dram atic l i t e r a t u r e  a lso  show
th a t  Dr. Faustus made a se rio u s  impact on Marlowe’s contem poraries.
As Tucker Brooke p o in ts  o u t, some l in e s  in  S a tire  IV o f The Time’s
W histle (c . 1614- 16) ,  by ’’R. C, Genii', 'hemember the  t r a g ic  conception"
o f th e  p lay . P is to r  has so ld  h is  soul to  the  d e v il in  re tu rn  fo r
w ealth  and p lea su re . The poet comments:
"0 h o rr id  act.* 0 execrable evill.*
Another Faustus, h ap lesse , hopelesse man.
What w il t  thou doe, when as th a t  l i t l é .  sand 
Of they  soone emptied houreglasse, i s  spent?
When ho rrou r o f thy  conscience keeps repen t 
From th y  b lack  spo tted  soule?"
M. M. Mahood in  Poetry  and Humanism (1950) po in ts  out th a t  John Donne
in  h is  sermon "upon the  day o f St. P a u l’s Conversion" in  January , 1628,
seems to  r e c a l l  Faustus* l a s t  hour in  h is  d iscussion  o f th e  a th e is t .
She f e e ls  th a t  the  a sso c ia tio n  o f "Tragedy", "A theist" and "midnight"
and the  apparen t echoing o f the  l in e s ,
"Mountaines and h i l l e s ,  come, come, and f a l l  on me.
And hide me from the  heauy wrath of God",
make i t  seem probable th a t  Donne was remembering Dr. Faustus in  h is
28d e s c r ip t io n  o f th e  t e r r o r  o f th e  a th e i s t ’s l a s t  hours. A fu r th e r  
in d ic a t io n  o f the  awful e f f e c t  which Dr. Faustus. must have had on 
contemporary audiences, in  i t s  e a r l i e r  performances a t  l e a s t ,  i s  th e
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s to ry  o f th e  e x tra  d e v il ,  'the r e a l  one, who appeared on the  stage  
amongst th e  a c to rs  during a performance o f the  p lay . The s to ry  
e x is ts  in  sev e ra l d i f f e r e n t  ve rsions. Prynne in  H istrio -M astix  (1633) 
t e l l s  i t  as a warning a g a in s t the  s tage :
"Not to  r e l a te  the  various t r a g i  c a l l  ends o f many, whom 
in  my remembrance a t  London, have beene s la in e  in  Play­
houses, o r upon q u a rre ls  th e re  commenced . . . .  to g e th e r 
w ith  th e  v i s ib le  a p p a ritio n  of the  D ev ill on the  Stage 
a t  th e  Belsavage Play-house, in  Queene E lizabe ths dayes,
( to  the  g re a t amazement both of the  Actors and 
S p ec ta to rs )  w hiles they 'w ere th e re  prophanely p lay in g  
th e  H is to ry  of Faustus ( th e  t r u th  o f which I  have heard 
from many now a l iv e ,  who w ell remember i t  . . . . .  "
That Dr. Faustus d id  make a se rio u s  im pression on 
contemporary aud iences, d e sp ite  the numerous comic a llu s io n s  to  the  
p la y , i s  what we should e:cpect. To many in  the E lizabethan  audience 
th e  s i tu a t io n  o f Faustus* p ac t w ith tlie  d e v il , lead ing  to  d esp a ir  
and dam nation, must have been a re a l  and fr ig h te n in g  p o s s ib i l i ty .  
Marlowe p re se n ts  Faustus* p rog ression  towards damnation and h is  
" c o n f l ic t  o f conscience" in  term s of the  medievalpsychomachia, the  
s tru g g le  between th e  fo rce s  of good and e v i l  fo r  the  hero ’ s so u l.
Even i f  th e  audience d id  not l i t e r a l l y  b e liev e  in  the  p h y sica l 
appearance o f th e  d e v il  to  a human being, they were s u f f ic ie n t ly  
f a m il ia r  w ith th e  dram atic  conventions o f the  m orality  p lay , as 
rep re se n te d  in  the  l a t e r  moral in te r lu d e s , to  understand th a t  th e  
fo rc e s  o f good and e v il  which Marlowe rep re se n ts  p h y s ic a lly  on th e  
s ta g e  in  th e  f ig u re s  o f the  good and e v il  angels, the  Old Man, 
M eph istoph ilis  and the  o th e r  d e v ils , a re  a lso  a c tu a l powers o r
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ten d en c ies  w ith in  the sou}, o f man. I f  the  fo rces o f e v il  in  th e  
h e ro ’ s so u l predom inate, he w ill  be l i t e r a l l y  and te r r i f y in g ly  
damned. The e a r l i e s t  E lizabethan audiences o f Dr. Faustus would 
n o t on ly  be fa m ilia r  w ith the  conventions o f the  m o ra lity  p lays and 
in te r lu d e s ,  bu t a lso  w ith th e  mystery cy c les , which continued to  be 
perform ed u n t i l  l a t e  in  the  s ix tee n th  century. The l a s t  scene o f 
Dr. Faustus must have had a p a r t ic u la r ly  te r r i f y in g  and sombre 
e f f e c t ,  n o t only  from th e  power o f Marlowe’s w ritin g , bu t a lso  in  
th a t  th e  audience could b rin g  to  the  episode in  which Faustus i s  
c a r r ie d  o f f  to  h e l l  by d e v ils ,  th e i r  experience o f a s im ila r  scene 
in  th e  E ast Judgment p lays o f th e  mystery cyc les , in  which th e  
wicked a re  l i t e r a l l y  c a rr ie d  o ff  to  h e l l  by d e v ils .
* One o r two a llu s io n s  to  Dr. Faustus t e l l  us something 
about th e  \iay in  which the  p lay  was performed. The s ta g e -a c tio n  of 
th e  p lay  i s  in c id e n ta lly  described  in  Deklœr’s Worke fo r  Armourers ( I 6O9 ) ;
" . . . .  w ilde f i r e  flew  from one to  ano ther, lilce 
squ ibs when Doctor Faustus goes to  th e  d iu e l l" ,
and in  John M elton’s A s tro lo g a s te r  (162O):
"Another w il l  f o r e - t e l l  o f L ightning and 
Thunder th a t  s h a l l  happen such a day, when th e re  
a re  no such Inflam mations seene, except men goe to  
th e  Fortune in  Golding-Lane, to  see the  Tragédie of 
D octor F austus. There indeede a man may behold shagge- 
h a y r’d D e u ills  runne ro arin g  ouer the  stage  w ith Squibs 
in  t h e i r  mouthes, w hile Drummers make Thunder in  the  
Tyring-house, and the  tw elve-pem y H ire lings make 
a r t i f i c i a l l  L ightn ing  in  th e i r  Heauens. "
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The n a tu re  o f th e  performance o f Doctor F au stu s w ith i t s  grotesque
d e v ils ,  squibs and "p rim itive"  devices fo r  producing thunder and
lig h tn in g  may suggest th a t  the  play  could no t have been th e  awe­
in s p i r in g  drama on the E lizabethan  s tage  th a t  we f e e l  i t  to  be.
But we must remember th a t  the  E lizabethans had a more in c lu s iv e  view 
o f drama, and o f l i f e ,  in h e r ite d  from the  middle ages, than we have.
The powers o f e v i l  could be both f r ig h te n in g  and g ro tesquely  amusing, 
and one defence a g a in s t th e  d e v il was to  laugh a t  him.^^ For the  
E lizab e th an  audiences the  sublime and the  r id ic u lo u s  could stand  s id e  
by s id e , so th a t  th e  scenes o f low comedy in  Dr. Faustus would not
d e t r a c t  from th e  h e ro ’ s tragedy . The E lizabethans were accustomed 
to  comic ep isodes, in  which th e  hero was sometimes involved, in  
a l te r n a t io n  w ith  se rio u s  scenes in  the  moral in te r lu d e s . David M.
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Bevington, in  From "Manlcind" to  M arloi^(1962) , shows th a t  the  scenes 
o f  low  comedy in  Dr. Faustus a re , h i s to r ic a l ly ,  "an in te g ra l  expression  
o f th e  Psychomachia" and th a t ,  as in  e a r l ie r  p lays , they are re la te d  
th e m a tic a lly  to  and parody the  se rio u s  s c e n e s . T h e  d e lig h t of th e  
E lizab e th an  audience in  th e  sp e c ta c u la r  "realism " o f the  E lizabethan  
s ta g e  thunder and lig h tn in g  i s  no more c h ild ish  than our d e lig h t in  
s ta g e  e f f e c ts  which correspond more c lo se ly  to  r e a l  l i f e .  However 
g re a t  th e  v e r is im ili tu d e , we are  j u s t  as much aware as the  E lizabethans 
were th a t  we a re  watching a p lay . In f a c t ,  many modern d ram atis ts  
have re s u r re c te d  th e  emblematic kind o f s tage  p ro p e rtie s  and e f fe c ts  
o f  th e  E lizab e th an s .
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Ano bher a llu s io n  which t e l l s  us something about the  
perform ance o f Dr. Faustus occurs in  The Knave of Clubs ( I 6O9 ) 
by Samuel Rowlands:
"So both a g a in s t the  pointed day,
Themselves f o r  s p i r i t s  arme.
The Gull gets on a s u rp l is .
With a c rosse  vpon h is  b re a s t.
Like A llen p lay ing  F austus.
In  th a t  manner he was d re s t :
And hauing a l l  h is  fu rn itu re .
He s tep s  in to  the  r i n g ."
John R u sse ll Brown in  h is  essay on "Marlowe and th e  A ctors" suggests
th a t  th e  cross and su rp lic e , sym bolising F au stu s ' "e a r ly  devotion  to
s tu d y  and d iv in i ty " ,  continued to  be worn in  l a t e r  episodes when
"th e  am bitious s e lf -c e n tre d  mind had become apparent through th e
d is g u is e ."  I f  th is  was so, then i t  would c o n s titu te  a su b tle
v is u a l  p re se n ta tio n  of th e  d is p a r ity  between appearance and r e a l i t y ,
a theme common in  E lizabethan  drama. Rowlands' account o f  th e  G u ll 's
c o n ju rin g  perhaps im p lies , too , th a t  the  conjuring scene in  Dr. Faustus
was q u ite  e la b o ra te .
Many o f tW a llu s io n s  to  Dr. Faustus are  humorous ones.
As I  remarked above, the  ra is in g  o f  the  d e v il , probably given fresh  
im petus in  the  E lizabethan  drama by Marlowe's p lay , was o f te n  used
fo r  comic purposes, as in  D ekker's I f  t h i s be no t a _gpod ..play^ the
d l v l l l  i s  In  (16I I )  and The Two Mern-- m ikrnaids ( I 62O), p o ss ib ly
by John Cumber. I t  i s  doub tfu l whether G reene's F r ia r  Bacon and 
F r ia r  Bunaay. which a lso  makes use o f th e  ra is in g  o f  th e  d e v il  fo r
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comic pu rposes, was w r i t te n  b e fo re  o r a f t e r  Dr. F au stu s . Ben Jonson
makes use o f  th e  d e v il  f o r  s a t i r i c  purposes in  The D evil i s  an Ass ( I 6I 6)
There a re  many humorous a llu s io n s  to  F austus and M ep h isto p h ilis  in
th e  years fo llo w in g  th e  f i r s t  appearance o f  M arlowe's p lay .
Tucker Brooke p o in ts  ou t t h a t ,
-^Most f re q u e n tly  Faustus and M eph istoph ilis  a re  bu t 
nicknames, one f o r  any quack o r co n ju ro r, th e  o th e r  
fo r  a m ischievous go-between o r messenger.'"' 32
Amongst th e  a llum ions which he quotes a re  th a t  in  Jo n so n 's
The A lchem ist ( I 6IO ), in  which S u rly  says o f  S u b tle , th e  aJ.chem ist,
"he i s  th e  F austu s,
That c a s te th  f ig u re s  and can co n ju re" ,
and th a t  in  M idd le ton 's  B lu r t ,  M aster C onstable ( I 6O2) ,  in  \jhich
H ip o lito  asks Truepenny, a se rv a n t,
" S irra h  M enhostonhiles, d id  no t you b rin g  
l e t t e r s  from my s i s t e r  to  th e  Frenchman?"
The concept o f M eph istoph ilis  as a  go-between o r  m essenger presum ably
d e riv e s  from h is  a b i l i t y  in  I 'b rlo w e 's  p lay s  to  b rin g  th e  hero what he
d e s ire s  in  th e  way o f women and g rapes, fo r  example. The l a t e r
a l lu s io n s  to  Faustus and M eph istoph ilis  a re  o f te n  used w ithou t any
p a r t i c u la r  s ig n if ic a n c e , excep t th a t  th e  d ra m a tis ts  who in c o rp o ra te
them in  t h e i r  p lay s wish to  make a th e a t r i c a l  joke about a p lay
popu lar vo-th t h e i r  aud iences. This i s  shovjn: by th e  f a c t  th a t  th e
two names a re  sometimes used in te rch an g eab ly , as in  J .  D.*s
Knave in  Grain ( I 64O):
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" I l e  say , hee i s  more than, a C heater, and a 
D octor F au stu s , o r M ephostophilus a t  l e a s t " .
The humorous a llu s io n s  to  Dr. F austus in  th e  seven teen th
cen tu ry  a re  p a r t ly  due to  th e  f a c t  th a t  in  more d isc r im in a tin g
c i r c le s  th e  kind o f s tag e  sp e c ta c le  found in  th e  p lay s o f th e  159C 's 
and s ta g e  d e v il ry  had become outmoded. In  th e  prologue to
Every Man In  His Humour ( I 6I 6) Ben Jonson r e f e r s  to  stag e  e f f e c ts
o f  th e  kind used in  Dr. Faustus in  unfavourable term s. He w ill
p re se n t "deeds, and language, such as men do use" in  h is  own p lay ,
"Where n e i th e r  chorus w afts you o 'e r  th e  se as .
Nor c reak ing  th rone  comes down th e  boys to  p lea se ;
Nor nimble squ ib  i s  seen to  make a feard  
The gentlewomen; nor r o l l 'd  b u l le t  heard 
To say, i t  thunders; no r tem pestuous drum 
Rumbles, to  t e l l  you when the  storm doth come."
Dekker in  Newes From H ell ( I 6O6) in d ic a te s  th e  unfash ionab leness o f
s ta g e  d e v ils :
" I  swore by H e llico n , (which he could never abide) th a t  
because t i s  ou t a fa sh io n  to  b rin g  a D iu e ll vpon th e  
S tage, he should ( s p i te  o f h is  s p i t t in g  f i r e  and Brimstone) 
be a D iu e ll in  p r in t . "
But th a t  the  s tag e  d e v il  long  remained popu lar vhLth th e  o rd in ary
people i s  shown by the f a c t  th a t  p layv /righ ts , in c lu d in g  Dekker h im se lf,
continued to  in co rp o ra te  him in  t h e i r  p lay s , a lthough Jonson was ab le
to  stand  s u f f i c i e n t ly  o u ts id e  th e  t r a d i t io n  in  The D evil i s  an Ass
to  use h is  dev ik . Pug, to  show s a t i r i c a l l y  th a t  th e  ivickedness o f th e
d e v il  i s  feeb le  in  comparison w ith th e  wickedness o f human be ings.
The ^popu larity  o f con ju ro r and d e v il  in  th e  th e a tr e ,  and o f Dr.—Faustus
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in  p a r t i c u la r ,  can be seen as l a t e  as 1620 in  The Two Merry Milkmaids.
which i s  c le a r ly  in fluenced  by Marlowe's p lay . The au tho r uses an
in c id e n t from D r. F au stu s, th e  a b i l i t y  to  p rovide o u t-o f-sea so n  f r u i t ,
as an im portan t element in  h is  own p lo t  and th e re  i s  an a l lu s io n  to
Faustus h im self in  the  p lay . In  h is  prologue th e  au tho r remarks th a t
th e  audience vn.ll consider
" 'T is  a f in e  Flay:
For we haue i n ' t  a C onjurer, a D eu i l l .
And a Cloune too , bu t I  fe a re  th e  eui l l ,
In  which perhaps vnw isely we may f a i l e .
Of wanting Squibs and Crackers a t  t h e i r  t a i l e . "
The a l lu s io n  to  squibs and crackers shows th a t  the  sp e c ta c u la r  firew orks
which went w ith s tag e  d e v ilry , though d is c re d ite d  in  fasliionabLe c i r c le s ,
had, l ik e  th e  d e v il  h im se lf , remained popular w ith th e  o rd in ary  people.
The th e a t r i c a l  trea tm en t given to  Dr. F austus. which seems
to  have emphasised i t s  elem ents o f d e v ilry , firew orks and fa rc e , 
e s p e c ia l ly  in  seven teen th  cen tu ry  perform ances, when Alle;^m was no 
lo n g er p lay in g  F austus, must have d e tra c te d  from the  p la y 's  m erit in  
th e  eyes o f  th e  more d isc e rn in g . As I  remarked above, in  the  years 
p reced ing  th e  c lo s in g  o f th e  th e a tre s  Tamburlaine and Dr. Faustus were
perform ed a t  th e  Fortune and th e  Red B ull. N e ith er o f  th ese  la rg e  
p u b lic  p layhouses had a very  h igh  re p u ta tio n . James Wright in
H is to r ia  H is tr io n ic a  (1699) says th a t  the  Red B ull and th e  Fortune were
"m ostly  frequen ted  by c i t iz e n s  and th e  meaner s o r t  o f  people".
The more fash io n ab le  p laygoers a ttended  th e  newer p r iv a te  playhouses,
such as th e  B la c k fr ia rs . The drama p resen ted  a t  th e  Red Bull and th e
Fortune and th e  a c tin g  to  which i t  was su b jec ted  were n o t o f a very
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h igh  s tan d ard . Ed.mund Gayton, in  F estivous Notes on Don Q uixote (1654), 
remarks :
" I  have heard th a t  th e  Poets of the  Fortune and red B ull 
had alwayes a mouth-measure fo r  t h e i r  A ctors (who were 
t e r r i b l e  te a r e - th r o a t s ) and made t h e i r  l in e s  p ro p o rtio n a te  
to  t h e i r  compassé, which were se sau ip ed a les  -  a fo o t and 
a h a l f e . " 35
We can imagine from th is  comment how exaggerated th e  speaking o f th e
v e rse  o f  Tamburlaine and Dr. Faustus must have been. Indeed,
exaggera tion  in  th e  speaking o f  Marlowe's v e rse  i s  a dangerous tendency
which John R u sse ll Broim has po in ted  ou t i s  s t i l l  w ith  us in
modern p ro d u c tio n s. The Jew o f I b l t a . as w ell as Tamburlaine and
Dr. F au stu s , su ffe re d  from rough-and-ready perform ance befo re  rough-
and-ready audiences. Edmund Gayton p o in ts  out th a t  Tamburlaine and
The Jew o f M alta were fa v o u r ite  h o lid ay  en te rta inm en ts  w ith  b o is te ro u s
w ork ing-class audiences, a p p aren tly  on account o f th e  v io le n t  and
e x c itin g  n a tu re  o f t h e i r  a c tio n :
"or i f  i t  be on Holy dayes, when S ay le rs , Water-men,
Shoemakers, Butchers and A pprentices a re  a t  l e i s u r e ,  then 
i t  i s  good p o lic y  to  amaze those  v io le n t  s p i r i t s ,  w ith 
some te a r in g  Tragedy f u l l  o f  f ig h ts  and skirm ishes:; As 
th e  Guelnhs and G u ib lin s , Greeks and T ro ian s, o r th e  th re e  
London A ppren tices, which commonly ends in  s ix  a c ts ,  the  
sp e c ta to rs  fre q u e n tly  mounting th e  s ta g e , and mailing a 
more bloody C atastrophe amongst them selves, then  th e  
P layers d id . I  have Icnovm upon one o f th ese  F e s t iv a ls , 
b u t e s p e c ia l ly  a t  S h ro v e -tid e, where the  P lay ers  have 
been appoin ted , no tw ith s tand ing  th e i r  b i l l s  to ih e  
c o n tra ry , to  a c t  what th e  major p a r t  of th e  company had 
a mind to ; sometimes Tamerlane, sometimes Ju g u rth , 
sometimes th e  Jew o f  &%ûLta, and sometimes p a r ts  o f  a l l  
th e se , and a t  l a s t ,  none o f  th e  th re e  tak in g , they  were 
fo rced  to  undresse and p u t o f f  t h e i r  Tragicke h a b its ,  and 
conclude th e  day w ith th e  merry m ilk -m aides." 37
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By the  tim e o f  th e  c iv i l  war K:^lowe*s p lay s had been debased by 
b o is te ro u s  and t o t a l l y  inadequate  perform ances and were popular only 
w ith low er c la s s  audiences.
There a re  fewer contemporary a llu s io n s  to  The Jew of M alta 
than  to  Tam burlaine and Dr. F austus. In  Barabas, Marlowe inaugura ted  
th e  type o f th e  m onstrously  v i l la in o u s  s tag e  Jew. The audiences o f 
The Jew o f  M alta would expect Barabas to  be a v i l l a i n  because o f 
t h e i r  p re v a ilin g  assum ptions about th e  wickedness o f  Jews, not to  
mention h is  a rc h e ty p a l name. Although, o u ts id e  th e  m ystery p lays 
and p lays based on Old Testament s to r i e s ,  th e re  had been few Jew ish 
c h a ra c te rs  in  th e  drama b e fo re  Marlowe, and one o f th e  Jews who d id  
appear on th e  s ta g e , Gerontus, in  Robert W ilson 's The Three Ladies 
o f London ( I 584) ,  was, in  f a c t ,  a good c h a ra c te r  who showed up 
C h ris tia n  v/ickedness,^^ th e re  e x is te d  a mythology o f  Jewish ivickedness 
made up o f  f o lk - ta le s ,  s to r ie s  and in c id e n ta l  derogato ry  a llu s io n s  to 
Jews in  l i t e r a t u r e ,  d ram atic  and non-dram atic. In  p o rtray in g  Barabas 
as an outrageous v i l l a in  Marlowe was g iv in g  h is  audiences what they
expected and wanted, even i f  he was h im se lf too su b tle  to  take  h is  
c re a tio n  a t  i t s  face  value . He was perhaps c a r ic a tu r in g  th e  p re v a ilin g  
assum ption about th e  Jew ish c h a ra c te r  r a th e r  than Jews them selves. But 
d e sp ite  t h e i r  approval o f Marlowe's p o r tra y a l  o f Barabas as a v i l l a in ,  
contemporary audiences could n o t have f a i le d  to  be aware o f th e  s a t i r i c  
use to  which Marlowe pu t h is  Jew in  c r i t i c i s i n g  th e  hypocrisy  o f the  
C h ris tia n s  in  th e  p lay , e s p e c ia lly  as those  C h ris tia n s  were members o f
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th e  ha ted  and fea red  Roman C atho lic  Church. They must have enjoyed 
B arabas’ s ly  a llu s io n s  to  th e  incon tinency  o f th e  C a tho lic  
r e l ig io u s  o rd e rs , as th ey  enjoyed the  r id ic u le  o f th e  papacy in  
Dr. Fau s tu s .
Barabas must have been regarded by contemporary audiences 
n o t only as a v i l l a i r i ,  but a lso  as a comic f ig u re . The g ro tesq u ely  
comic a sp ec t o f h is  c h a ra c te r  would be e s ta b lish e d  in  th e  f i r s t  
p lace  by h is  appearance. W illiam Rowley in  Searc h fo r  Money ( I 6O9 ) 
has a re fe re n c e  to  the. s tag e  appearance o f Barabas in  h is  d e sc r ip tio n  
o f  an u su re r:
"h is  v isag e  (o r  v isa rd ) l ik e  th e  a r t i f i c i a l l  Jewe 
o f î-^ lta e s  nose ."
Itham ore r e f e r s  do B arabas’ nose a couple o f tim es w ith in  the  p lay
i t s e l f :  fo r  example, Barabas i s  a " b o tt le -n o s ’d knave" (1. I 23O).
The E lizab e th an  audience was accustomed to  v i l l a in s  who were a lso
comic c h a ra c te rs  from t h e i r  experience o f moral in te r lu d e s . The v ice
f ig u re s  in  th e  m o ra lity  p lay s and in te r lu d e s  were the  most popular
c h a ra c te rs  w ith  th e  audience because they  provided th e  en te rta in m en t,
whereas the  d u l le r  v ir tu o u s  c h a rac te rs  provided th e  moral le sso n .
Barabas i s  l ik e  th e  Vice in  e a r l i e r  drama in  th a t  he i s  a consummate
e n te r ta in e r  as w ell as a dangerous v i l l a in .  Barabas shares many of
th e  c h a r a c te r i s t ic s  o f th e  Vice: h is  i n te l l e c tu a l  s u p e r io r i ty ,
h is  hypocrisy , which i s  revea led  in  h is  dou b le-c ro ssin g  behaviour
and a s id es  to ih e  audience, h is  m anipulation  o f o th e r  c h a ra c te rs
and h is  d e lig h t  i n f e  success o f h is  own wicked schemes:
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"Now t e l l  me, w o rld lin g s , vnderneath  th e  sunne.
I f  g re a te r  falshood  euer has b in  done" (11. 2332- 33)
Contemporary audiences must have regarded Barabas as a moral
m onster, w hile a t  the  same tim e enjoying him as a popu lar e n te r ta in e r .
They were p robably  on h is  s id e , too , during  much o f the  p lay  because
o f  h is  i n t e l l e c tu a l  s u p e r io r i ty  and h is  c r i t ic is m  o f  the  Roman
C atho lic  c h a ra c te rs , and because he took them in to  h is  confidence,
more in tim a te ly  on the  E lizabe than  p la tfo rm  stag e  than  would be
p o ss ib le  in  th e  m a jo rity  o r modern th ea tre s»
However, i t  was th e  m onstrously v i lla in o u s  c h a ra c te r  o f
Barabas which caught the  popu lar im agination . I t  i s  only  n in e tee n th
and tw e n tie th  cen tu ry  c r i t i c s  who have seen him as a p e rsecu ted ,
h e ro ic  f ig u re . Tucker Brooke p o in ts  ou t t h a t  "Barabas" o r
"The Jew o f I k l ta "  came to  be used "alm ost p ro v e rb ia lly  by w r ite rs
of the  period" as a type o f  v i l l a in y .  Harington has such an
a llu s io n  in  one o f h is  epigrams (1592? ):
"Was euer lew o f Kialta o r  o f  l i i l l a in  
Than t h i s  most damned lew more levTish v i l la in e ? "
Dekker in  Seven Deadly S ins (l606) names a r ic h  and wicked Jew
" Barabbas Bankruntisme" . As l a t e  as 1641 a c h a ra c te r  in  Co whey’ s
The Guardian remembers th e  p ro v e rb ia l wickedness o f  Marlowe’s Jew:
"But I ’m th e  vei*y Jew o f  M alta, i f  she d id  n o t use 
me s in c e  th a t  worse than  I ’d use a ro t te n  app j.e ."
A fu r th e r  in d ic a tio n  o f the  im pression viiich Barabas ’ v i l l a in y  made
on Marlowe’s contem poraries can be seen in  h is  in flu e n ce  on l a t e r
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s ta g e  v i l l a in s ,  e s p e c ia l ly  Jews and U surers. Barabas probably  in fluenced
th e  p o r tra y a l  o f Abraham, th e  Jew in  Selim us, o f whom Selimus malces
use to  poison  h is  fa th e r ;  Mammon, th e  u su re r  "w ith a g re a t nose",
who i s  probably  meant to  be a Jew, in  John Mars to n ’s Jack  Drum’s
E n te r ta inment ( 1601);"^^ th e  Jew, Z ariph, "a foul-m outhed Shylock",
in  The T ravels o f Three E ng lish  B rothers (160?), by Day, W ilkins and
W illiam  R o w l e y ; a n d  S ir  G iles Overreach in  % s s in g e r ’s
A New Wav to  Pay Old Debts. The p re s e n ta tio n  o f Zariph i s ,  in  f a c t ,
a d i s to r t io n  o f  th e  t r u th ,  f o r  h is  o r ig in a l  was a k ind Jew ish merchant.
This d is to r t io n  shows th e  g rea t impact which B arabas’ monstrous
v i l l a in i e s  made on Marlowe’s contem poraries, s in c e  l a t e r  d ram a tis ts
presum ably f e l t  t h a t  t h e i r  audiences would p re fe r  to  see Jews who
were outrageous v i l l a in s  r a th e r  than good men. The in flu e n ce  o f
Barabas on some o f the  l a t e r  s tag e  Jews and Usurers may be in d ire c t ,
coming through Shakespeare’s Shylock, a l t h o u ^  iJarlowe’s in flu en ce
on Shalcespeare’ s p o r tra y a l  o f  Shylock seems to  be p re se n t a t  l e a s t
as much in  h is  human q u a l i t i e s  as in  h is  v i l la in o u s  c h a ra c te r . I
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s h a l l  re tu rn  to  th i s  p o in t below. An e x te rn a l in flu e n ce  on th e  
p o r tra y a l  and p o p u la r ity  o f  th e  s tag e  Jew was th e  t r i a l  and execution  
in  June 15^4 o f  th e  Jew ish p h y sic ian , Rodrigo Lopez, who was accused ^  /  
o f  a ttem pting  to  poison th e  Queen. The Adrûiral’ s men took advantage 
o f  th i s  in c id e n t and the  s t i r  which i t  caused to  rev iv e  The Jew o f M alta 
s h o r t ly  a fte rw ards.
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The c h a rac te r  o f Marlowe * s Barabas and th e  n a tu re  o f h is  
crim es were s u f f ic ie n t ly  s t r ik in g  to  have an in flu e n ce  on stag e  
v i l l a in s  who were not Jews o r U surers. B arabas’ ^Machiavellian
q u a l i t ie s  a re  perhaps re f le c te d  in  th e  c h a ra c te rs  o f Selimus and
Shalcespeare’s Richard III»  Richard shares a lso  th e  V ic e -lik e  a sp ec ts  
o f Barabas* c h a rac te r . The a c t iv i t i e s  o f Aaron, to o , in  T itu s 
Andronicus seem to  have been in fluenced  by those  o f  Barabas. Both 
men a re  a l ie n s ,  Barabas a Jew and Aaron a Moor. Aaron confesses 
h is  crimes proudly  to  Lucius, as Barabas supposedly does to  Itham ore:
" .........  some no to rious i l l :
As k i l l  a, man, o r e ls e  dev ise  h is  death ;
Ravish a maid, o r p lo t  th e  way to  do i t ;
Accuse some innocent, and forsw ear m yself;
Set dead ly  enmity between two f r ie n d s ;
Oft have I  d ig g ’d up dead men from t h e i r  graves.
And s e t  them u p rig h t a t  t h e i r  dear friends*  door . . . "
(V, i ,  127-36)
The l in e ,  " s e t  deadly enmity between two f r ie n d s " , perhaps a llu d es  to
the in c id e n t in  which Barabas s e ts  M athias and Lodowick a t  enmity,
and the  l in e ,  "And s e t  them u p r ig h t a t  th e i r  dear f r ie n d s  * door", to
th e  scene in  The Jew o f KWba in  which Barabas and Itham ore s e t  up
th e  dead body o f F r ia r  Barhadine a t  Barabas* door to  be found by 
43F r ia r  Jacomo.
The opening scene of The Jew o f KWba seems to  have s tru ck  
some of I4arlowe*s contem poraries, as i t  has im pressed l a t e r  c r i t i c s .  
The splendour and th e  av a rice  o f th i s  scene i s  r e f le c te d  in  Jolm 
F le tch e r* s  Women P leased  (l6 2 0 ). Lopez, th e  u su re r , i s  f i r s t  seen
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a t  a ta b le  w ith jew els and money heaped up befo re  him.'^'' Ben Jonson, 
to o , seems to  have remembered the  opening scene o f  Marlowe* s p lay  
a t  th e  beginning  o f Volnone ( I 6O5) ,  bu t whereas Barabas i s  r e a l ly  
g lo ry in g  in  h is  r ic h e s  and th e i r  ex o tic  q u a l i ty ,  in  Volpone’ s speech 
M arlovian language i s  used w ith i ro n ic  detaciim ent, f o r  th e  Fox 
g lo r ie s
"More in  th e  cunning purchase o f my w ealth .
Than in  th e  glad possession"
( VolDone. I ,  i ,  31- 32)
Like Tamburlaine and Dr. F au stu s , The Jew o f M alta in  time 
became outmoded and was su b jec ted  to  poor perform ance. But as l a t e  
as 1632 o r  1633 Thomas Heyi>rood considered  i t  a n o tab le  o ld  p lay  and 
worthy o f re v iv a l  a t  Court. C r i t ic s  in  th e  l a s t  tw enty y ears  have 
d is  countenanced th e  view th a t  Heywood tampered w ith th e  p lay , and h is  
p ro logue spoken a t  Court perhaps im p lies th a t  he had n o t, f o r  he dares
"( *I'bngst o th e r  PI ayes th a t  now in  fash io n  are)
To p re se n t th i s ;  w r i t  many y e a res agone,
And in  th a t  Age, though second vnto none. "
The prologue spoken a t  th e  Cockpit im plies th a t  in  th i s  re v iv a l
The Jew o f M alta was adequate ly  performed and th e  apparen t in te n t io n
o f th e  au tho r adhered to :  a lthough P erk ins does no t hope to  excel so
much in  the  p a r t  o f Banabas as A lleyh d id , he in tends
"To proue h is  b e s t ,  and i f  none here  g a in e -say i t ,
The p a r t  he hath  s tu d ie d , and in ten d s to  p lay  i t . "
So f a r  I  have been concerned vdth th e  impact which Marlowe*s
p lay s had on h is  contem poraries and immediate successo rs p r im a rily  in
t h e a t r i c a l  term s. But th a t  h is  contem poraries were aware o f th e  p o e tic
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value o f  h is  p lays i s  in d ic a te d  in  th e  im ita t io n  o f  in d iv id u a l l in e s  
in  se rio u s  c o n te x ts , although th ese  l in e s  a re  q u i te  probably  
remembered from th e  th e a tre  r a th e r  than from a read in g  o f the  p lay s .
A few examples must s u f f ic e  to  i l l u s t r a t e  the  w idespread borrowing 
from Marlowe*s p lay s . Shakespeare q u ite  s e r io u s ly  echoes th e  f i r s t  
l in e s  o f  Faustus* apostrophe to  Helen in  T ro ilu s  and Cre ss id a . T ro ilu s , 
the  young i d e a l i s t ,  argues th a t  the  Trojans should no t re tu rn  Helen 
to  th e  Greeks:
"Why, she i s  a p e a r l  
Whose p r ic e  ha th  launch*d above a thousand sh ip s ,
And tu rn  * d crown*d kings to  m erch an ts ." ( I I ,  i i ,  11.81-83)
Romeo and J u l i e t  con ta ins echoes o f l in e s  in  The Jew o f M alta: fo r
example,
"But, so f t!  Wliat l i g h t  through yonder window breaks'?
I t  i s  the  e a s t ,  and J u l i e t  i s  th e  s u n ."
( Romeo and J u l i e t , I I ,  i i ,  11 .2-3)
im ita te d  from,
"But s ta y , what s t a r r e  sh ines yonder in  th e  East?
The Loads t a r  re  o f my l i f e ,  i f  A b iga il. "
( The Jew o f ^ ia lta , 11^680-681)
In  The Merchant o f Venice Shakespeare no t only echoes l in e s  from
The Jew o f M alta, bu t in  th ese  echoes in co rp o ra te s  some o f th e  more
human o r sym pathetic elem ents o f Barabaa* c h a ra c te r  in to  h is  own
p o r tra y a l  o f Shylock. For example, Barabas* d iv ided  love  fo r  h is
" g ir le "  and h is  "gold" i s  r e f le c te d  in  Shylock*s d iv ided  love fo r  h is
"daughter" and h is  "duca ts" . The sym pathetic p o r tra y a l o f  the  Jew as
th e  v ic tim  o f C h ris tia n  scorn i s  p a r t ly  taken  over'from  Marlowe in
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Shakespeare’s echo o f,
" I  l e a r n ’d in  F lorence how to  k is s e  my hand.
Heave ypnyshoulders when they c a l l  me dogge"
( The Jew o f  Mata. 11,784-85)
and
" ...........  su ffe ran ce  breeds ease"
( The Jew o f M alta . 1.472)
in
" S t i l l  have I  borne i t  w ith  a p a t ie n t  shrug,
For s u f f ’ranoe i s  th e  badge of a l l  our t r ib e ;
You c a l l  me m isb e liev e r, c u t- th ro a t  dog. "
( The Merchant o t  Venice. I , i i i , 104- 6)
One o f  th e  most t e l l i n g  p iec es  o f  evidence th a t  Marlowe’s 
contem poraries f e l t  th e  power o f h is  d ram atic  p o e try  i s  th e  use to  
which the  anonymous au tho r o f The Taming of A Shrew (1594) pu t passages 
borrowed from Tamburlaine and Dr. F au stu s. F. S. Boas in  h is  e d it io n  
o f  The Taming o f A Shrew ( 1908) p o in ts  ou t th a t ,
"genuine and e n te r ta in in g  as a re  th e  w r i t e r 's  g i f t s  o f 
exp ression  w ith in  t h e i r  own l im i t s ,  em otional and 
im ag inative  e f fe c ts  la y  beyond h is  range. Here he 
f e l l  back upon im ita t io n  o f  a g re a te r  than  h im s e lf ." 46
For example, in  o rd er to  r a i s e  th e  tone  o f love-m aking passages in
The Taming o f A Shrew, th e  au th o r im ita te s
"Zenocrat e ,  th e  lo n e l i e s t  Ma-ide a l iu e .
F a ire r  than  rockes o f  p e a r le  and p rê tio n s  s to n e .
The onely  Paragon o f Tam burlaine,
Whose e ie s  a re  b r ig h te r  than th e  Lamps o f heauen"
(1  Tam burlaine. I l l , i i i , 1 1 .1215- 18)
and gives us
"But s ta ie ;  what dames a re  th e se  so b r ig h t  o f hew 
Whose e ie s  a re  b r ig h te r  than  th e  lampes o f heaven.
F a ire r  then  rocks o f p e a r le  and p rê tio n s  stone?"
( The Taming o f  A Shrew. I , i i , 2 2 - 4 )
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For th e  same reason  he tak es over
" l i e  haue them f ly e  to  In d ia  f o r  gold ,
Ransacke th e  Ocean fo r  o r ie n t  p e a r le "
(Dr. F a u s tu s . 11 . 110- 11)
as
"To seeke f o r  s tra n g e  and new-found p rê tio n s  s to n e s .
And d ive  in to  th e  sea  to  g a th e r p e a r l e ." 47
( The Taking: o f  A Shrew. I I , i ,  1 .79-80)
The im pact which Edward I I  had on Shakespeare’ s
contem poraries was more l i t e r a r y  than  th e a t r i c a l ,  a lthough  Edward I I
may have in flu en ced  Shakespeare’ s R ichard I I . and th e  murder o f
Edward p o ss ib ly  in flu en ced  Shakespeare’s trea tm e n t o f  th e  murder o f
C larence in  R ichard 111.4^  P ee le  in  an a l lu s io n  to  th e  h i s to r ic a l
Edward I I  in  The Honour o f  th e  G arte r (1593) seems to  remember th e
murder scene in  Marlowe’s p lay  as i t  was performed in  th e  th e a tr e :
"Edward th e  second, f a th e r  to  t h i s  King,
Whose tra g ic k e  c ry  even now me th in k e s  I  h ea re .
When g ra c e le ss  w retches m urthered him by n ig h t ."  ( 11. 222- 24)
Edward’s cry  i s  more l ik e ly  to  have made an im pression  on P ee le  i f
he heard i t  in  th e  th e a tre  than  i f  he had sim ply read  an account o f
th e  k in g ’ s death . W ilbur Sanders, in  The D ram atist and th e  Received Idea
( 1968) ,  f e e ls  ' th a t ,  in  view o f  P e e le ’ s apparen t re fe re n c e  to  th e
murder as i t  was s tag ed ,
"C lea rly  th e  whole gruesome scene i s  enacted unexpurgated 
in  f u l l  view o f  th e  a u d ie n c e ."
w ith  a l l  th e  grim accoutrem ents o f fe a th e r-b e d , ta b le  and, in
p a r t i c u la r ,  s p i t .^ ^  U n til  r e c e n tly , modern p ro d u c tio n s o f  Edward I I
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have so ften ed  th e  k in g ’s murder.
Edward I I  seems to  have been a p lay w rig h t’s p lay .
Tucker Brooke remarks t h a t  th e  deep im pression which th e  p lay
made upon contemporary p layw righ ts i s  evidenced by th e  copious
borrowing o f  l i n e s , b y  o th e r  d ra m a tis ts . These borrowings
show an awareness o f th e  p la y ’ s l i t e r a r y  m e rits . To give b u t two
exam ples, th e  au th o r o f Arden o f Feversham (1592) echoes,
" Is  th i s  th e  loue you beare  your soueraigne?
Is  th i s  th e  f r u i t e  your reconcilem ent beares?"
(Edward I I . 11.832-33)
as
" Is  th is  th e  end o f  a l l  thy  solemne oathes?
Is  t h i s  th e  f r u te  th y  reconcilem ent buds?"
(Arden o f Feversham. 1,11.186-7)
and in  Hamlet Sliakespeare echoes Ib r t im e r ’ s fa re w e ll speech to  th e
Queen,
"Farew ell f a i r e  Queene, weepe no t fo r  îb r tim e r .
That 8cornes the  world, and as a t r a u e l l e r ,
Goes to  d isco u er c o u n tr ie s  y e t vnknowne."
(Edward I I . 11.2632-34)
as
"The u n d isco v er’d country , from whose bourn 
No t r a v e l l e r  r e t u r n s . "
(H am lit. I l l , i ,  79-80)
L i t t l e  can be sa id  o f the  contemporary a t t i tu d e ,  t h e a t r i c a l ly  
o r p o e t ic a l ly  o r ie n ta te d , to  The lb s sacre  a t  P a r is  o r Dido. Queen of 
C arthage, excep t th a t  we Imow th a t  th e  form er was popu lar on th e  stage  
from the  accounts in  Henslowe’s D iary. The a n ti-C a th o lic  te n o r  of
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The Massacre  a t  P a r is  and i t s  bloodshed would, no doubt, appeal 
s tro n g ly  to  E lizab e th an  audiences. I t  appears th a t  Webster found i t  
w orthw hile to  r e v is e  th is  p lay  in  th e  seven teen th  cen tu ry .
Shakespeare found the  G uise’ s r h e to r ic a l  l in e ,
"Yet Caesar s h a l l  goe fo r th "  (I.IOO5)
s u f f i c i e n t ly  s t r ik in g  to  re p e a t i t  in  Ju l iu s  Caesar. I t  i s  unlmown 
whether Shakespeare’s re fe re n c e  to  a p lay  about Dido and Aeneas, 
o f  which Hamlet has a good op in ion , b u t lÆiich was "c a v ia iy to  the gsneral" , 
i s  meant to  be a t r ib u te  to  Marlowe’s Dido. Queen o f C arthage.
Marlowe’s p lays had a read ing  p u b lic  as w ell as a th e a tre  
audience. Both p a r ts  o f Tamburlaine were pub lished  in  1590, 1592 o r  1593, 
1597 and 1605- 6. The e a r l i e s t  e x ta n t v e rs io n  o f Dr. Faustus d a tes  
from 1604, bu t th e re  may have been an e a r l i e r  one, as th e  p lay  was 
en te red  in  the  S ta t io n e r ’ s R e g is te r  in  1601. The lo n g e r v e rs io n  o f 
Dr. Faustus was pub lished  in  I 6I 6, follow ed by e d itio n s  in  I 619, 1620,
162/1- and 1631. Edward I I  was pub lished  in  1594, 1598, 1612 and 1622.
There i s  only  one e x ta n t e d it io n  o f The Jew o f M alta , a l a t e  one, 
d a tin g  from 1633, bu t th e re  was probably  a t  l e a s t  one e d it io n  befo re  
t h i s  d a te , as th e  p lay  was en tered  in  th e  S ta t io n e r ’ s R e g is te r  in  1594.
The fias sa c re  a t  P a r is  e x is ts  in  an undated octavo and the  only  e d itio n  
o f  Dido d a te s  from 1594. Judging from th e  number and long continuance 
o f  e d it io n s ,  i t  appears t h a t  Dr. Faustus was th e  most p o p u lar o f 
Marlowe’s p lays w ith th e  read ing  p u b lic . Edward I I , to o , seems to
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have been in  demand fo r  q u ite  a long tim e, whereas Tamburlaine f e l l  
ou t o f favour w ith  th e  read ing  p u b lic  e a r ly  in  th e  seven teen th  
cen tu ry . That Tamburlaine was more popular in  th e  th e a tr e  than  
Edward I I  and Edward I I  more popu lar w ith th e  read in g  p u b lic  would 
imply th a t  s tag e -p ro d u c tio n  was necessary  to  e x p lo it  th e  f u l l  p o te n t ia l  
o f Tam burlaine. v isu a l  as w ell as v e rb a l, whereas Edward I I  was more 
e a s i ly  a p p re c ia te d  f o r  i t s  l i t e r a r y  m erits . Furtherm ore, th e  read ers  
o f  Marlowe’s p la y s , as a body, would probably  be more d isc r im in a tin g  
in  t h e i r  judgment than  th e  th e a tr e  audiences; they  would be more 
l ik e ly  to  a p p re c ia te  th e  f in e r  p o in ts  o f  Edward I I  and to have le s s  
sympathy fo r  th e  bom bastic and se n sa tio n a l elem ents o f Tamburl a in e .
In  f a c t ,  th e  p r in te r  o f th e  1590 e d it io n  o f Tamburlaine f e l t  i t  
n ecessa ry  to  e d i t  th e  t e x t  fo r  " th e  Gentlemen Readers" by om itting  
"some fond and f r iu o lo u s  l e s tu r e s " ,  which, he t e l l s  us in  h is  p re face  
to  th e  p ley , had been enjoyed in  the  th e a tr e ,  bu t were out o f p lace  in  
"so honorable & s t a te ly  a h i s to r ié " .  These " le s tu re s "  which have never 
been recovered , presum ably involved "such co n ce its  as clo%vnage keepes 
in  pay". C r i t ic s  o f th e  n in e te e n th  and e a r l i e r  tw e n tie th  cen tury  
considered  Edward I I  to  be th e  most "dram etic" of Marlowe’s p lay s , end, 
th e re fo re ,  one would suppose, the  most s u i ta b le  f o r  th e  s ta g e . The 
f a c t  th a t  i t  was r a th e r  Tamburlaine which was th e  more popular p lay  
w ith  E lizabe than  audiences i l l u s t r a t e s  a s ig n i f ic a n t  change in  
d ram atic  id e a ls .  Tamburlaine appealed to  E lizab e th an  audiences 
because i t  to ld  a s to ry  on th e  s ta g e  in  a sp e c ta c u la r  way and. in
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"high astounding  tearm s". N ineteen th  and e a r ly  tw e n tie th  century^ 
c r i t i c s  p re fe r re d  Edward I I  as a p lay  because i t  was more in  
accordance w ith  th e  dram atic  id e a ls  which then  p re v a ile d . They 
p ra ise d  the  p lay  because they  f e l t  t h a t  Marlowe had developed as a 
d ra m a tis t in  th e  p re se n ta tio n  o f c h a ra c te r  and in  s e le c t in g  and 
com pressing h is  m a te r ia l.
I t  seems th a t  th e re  was no demand fo r  e d it io n s  o f  Marlov/e’ s 
p lay s  a f t e r  th e  e a r ly  1630’ s , so th a t  by th e  tim e o f th e  c iv i l  war 
they  were r a r e ly  read . As I  have shown above, by th i s  tim e, to o , 
t h e i r  p o p u la r ity  in  th e  th e a tr e  was l im ite d  to  low er c la s s  audiences 
and they  were p o o rly  perform ed. The f a c t  th a t  Marlowe’s p lays were 
no t popu lar in  fash io n ab le  c i r c le s  in  th e  years p reced ing  th e  c lo s in g  
o f  the  th e a tre s  in  I 642 ensured th e i r  n e g le c t when th e  th e a tre s  were 
re-opened in  1660. The R e sto ra tio n  brought w ith i t  new a t t i tu d e s ,  
new p layw righ ts  and p lay s , new th e a tr e s ,  end new audiences, which 
were composed o f  th e  fash io n ab le  upper c la sse s . Only a few o f the  
p r e - c iv i l  war d ra m a tis ts  remained in  favour, and Marlowe was no t one 
o f  them.
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CI-IAPTER I I
The Commonwealth. R es to ra tio n  and E ig jiteen th  Century: 1642 -  1800
M ariovian drama had h a rd ly  any p lace  on th e  R esto ra tio n  
s ta g e  and none a t  a l l  on th e  e ig h teen th  cen tu ry  stage^ There i s ,  as 
I  s h a l l  show below ,^a s ig n i f ic a n t  re la t io n s h ip  between Marlowe’ s 
absence from th e  s tag e  and c r i t i c a l  comment on th e  p layw righ t, both 
in  i t s  s p a r s i ty ,  p a r t i c u la r ly  during  th e  R esto ra tio n  p e rio d , and in  i t s  
n a tu re  throughout the  period  d e a l t  w ith  in  th is  ch ap te r.
There a re  se v e ra l reasons why Merlowe’ s p lay s , a p a r t  from a
few perform ances o f Dr. F a u s tu s , and conceivably o f  Tamburlaine. were
no t seen on th e  R e s to ra tio n  s tag e . As we have seen, even befo re  th e
c lo s in g  o f th e  th e a tr e s  in  1642, % rlow e’s p lays appealed only to
th e  lo w e r-c la ss  audiences a t  th e  p u b lic  playhouses. The pre-Commonwealth
p lay s  which were re s to re d  to  th e  stag e  a f t e r  1660 were, in  th e  main,
th o se  which had been popu lar w ith  th e  a r i s to c r a t i c  audiences a t  the
p r iv a te  playhouses in  the  years p reced ing  the  in ter-regnùm . These p lays
had been kep t a l iv e  by the  read ing  p u b lic  while th e  th e a tre s  were 
2
c losed . That p lay s were popu lar as read in g  m a te ria l i s  in d ic a te d  by 
b o o k s e lle r s ’ l i s t s  and new e d it io n s . The most popular d ram a tis ts  
included  Beaumont and F le tc h e r , M iddleton, M assinger, S h ir le y ,
Davenant and, presum ably, Shakespeare and Jonson. The favoured mode o f 
drama was rom antic tragi-com edy, e s p e c ia l ly  the  p lays o f Beaumont and
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F le tc h e r , which d ep ic ted  the  c o u rtly  world and " p o l i te  g a l la n tr ie s "
m issed by R o y a lis t read ers  during  th e  Commonwealth perio d  and
adm ired, to o , by th e  a r i s to c r a t i c  audiences o f th e  R esto ra tio n .
Although a l l  o f  Marlowe’s p lays appeared in  b o o k se lle rs ’ l i s t s  in
th e  1650’ s , th e  l a t e s t  p re -R e s to ra tio n  e d it io n s  were the  1631 e d it io n
o f Dr. Faustus and the  1633 e d it io n  o f The Jew o f  M alta. I t  does no t
seem very  l ik e l y  th a t  Niarlowe’ s p lays were w idely read  du ring  th e
in te r-regnum . They must have been alm ost fo rg o rte n  by R e s to ra tio n
aud iences, except as b o is te ro u s  en te rta inm en ts f o r  th e  lower c la s se s .
One o r two a llu s io n s  in  R e s to ra tio n  drama show th a t  Marlowe’s p lay s
were though t o f as th in g s  o f  th e  p a s t. In  Davenant’s Playhouse to  be Let
( c . 1663) th e  P lay e r says to  th e  Poet:
"T here 's  an o ld  t r a d i t io n .
That in  th e  tim es o f m ighty ’Tam burlaine’ ,
Of Conjuring ‘Faustus* , and th e  ’Beauchamps b o ld ’ .
You po e ts  u s 'd  to  have th e  second day ."
In The Humourists (1670) by Shadwell, th e  coxcomb, Drybob , rem arks,
" I  have been beaten more se v e re ly , than  ever 
Turk was by Tam erlain; which, by th e  way, 
i s  no i l l  Comparison: hah?"
As Tucker Brooke p o in ts  ou t in  ’The R eputation  of C hristopher Marlowe’ ,
" re fe re n c e  to  th e  humbling of B ajazeth , once so t r i t e ,  now had th e
3
stran g en ess  o f n o v e lty ."
Marlowe’s p lays were not o f th e  kind to  appeal to  R es to ra tio n  
aud iences, which were drawn from a much narrow er sphere o f  so c ie ty  than 
those  f o r  which th e  p lays had been w ritte n . The new audience was
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urbane and u p p e r-c la ss . Marlowe’ s p lay s d id  no t d e p ic t  th e  c o u rtly  
world and manners w ith  which th e  R esto ra tio n  audience could f e e l  i t s e l f  
in  sympathy. Tliey contained  in s u f f ic ie n t  lo v e - in te r e s t  and th e re  were 
too few p a r ts  f o r  th e  popular new a c tre s se s  o f th e  tim e. Furtherm ore, 
Marlowe’s language would probably  be considered bom bastic and uncouth. 
Even Shakespeare’ s re p u ta tio n  was a t  i t s  n a d ir  during  th e  R esto ra tio n  
p e rio d . His p lay s had to  be a l te r e d  fo r  th e  R e s to ra tio n  s ta g e , t h e i r  
language "improved"., th e  lo v e - in te r e s t  and th e  womens’ p a r ts  in c re a se d .^  
Of th e  pre-Commonwealth drama, th e re  was a p lace  fo r  th e  c o u rtly  
trag i-com edy o f Beaumont and F le tc h e r  on th e  R e s to ra tio n  s ta g e , fo r  
th e  " a r t"  o f Ben Jonson and fo r  th e  "n a tu re" , the  n a tu ra l  genius, of 
Shakespeare, whose tra g e d ie s  were p a r t i c u la r ly  v a lu ab le , as th e re  
were fewer good R e sto ra tio n  tra g e d ie s  than  comedies. But th e re  was 
no p lace  fo r  Flarlowe. He was too e a r ly , too unpolished .
In th e  e ig h teen th  cen tu ry  th e re  was even le s s  o p p o rtu n ity  fo r  
Marlowe’s p lays to  be perform ed. There were fewer perform ances o f  
pre-Commonwealth p lay s , a p a r t  from those  o f Shakespeare, during  th i s  
cen tu ry  than  th e re  had been during  th e  R esto ra tio n  p e rio d , as th e re  
was by th i s  tim e le s s  need fo r  o ld  p lay s . S u f f ic ie n t  new p lays were 
being w ritte n  and new s ty le s  o f drama -  fo r  example, th e  vogue fo r  
s e n tim e n ta li ty  -  encouraged by th e  growing m id d le -c lass  element in  
th e a tr e  aud iences, and th e  vogue fo r  p seudo -c lassic ism  in  tragedy , must 
have made th e  pre-Commonwealth drama seem more outmoded'than i t  had
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been in  th e  R e s to ra tio n  p eriod . Shakespeare h im self in c reased  in  
p o p u la r i ty , bo th  in  th e  th e a tre  and amongst sc h o la rs , so th a t  
e v e n tu a lly  v e rs io n s  o f h is  p lays c lo se r  to  th e  o r ig in a l  came to  
re p la c e  th e  R e s to ra tio n  ad ap ta tio n s  of them on th e  s ta g e . But when 
th e  p o p u la r i ty  o f  even Beaumont and I I e tc h e r  was d im in ish ing  towards 
th e  end o f th e  seven teen th  cen tu ry , th e re  could be no l ik e lih o o d  o f an 
e ig h te e n th  cen tu ry  re v iv a l o f Marlowe or o f the  o th e r  pre-Shakespearean 
d ra m a tis ts  in  th e  th e a tre .
There were, however, a few perform ances o f Dr. Faustus on 
th e  R e s to ra tio n  s ta g e . The p lay  was a ttended  by Samuel Pepys on 
May 26th ,  1662 a t  th e  Red B ull and i t  was seen by Edward Brovme a t  
some tim e between I 66I  and 1663 a t  th e  Cockpit.  ^ I t  i s  l ik e ly  th a t  i t
was George J o l l y ’s troupe  o f ac to is  which performed Dr. Faustus a t  the
6 7C ockpit, and p o ss ib ly  a t  th e  Red B u ll a lso . There may have been
o th e r  perform ances o f  th e  p lay  a t  th e  le s s  im portant playhouses during
th e se  e a r ly  years o f  th e  R e s to ra tio n  and J o l ly  perhaps staged  i t  in
th e  p rov inces. ^ Dr. Faustus was rev ived  on September 24th and 28th , 1675
by th e  Duke’s Company, which was managed by Thomas B e tterton  and Heni^''
H a rris  fo r  the  Davenant fam ily , a t  th e  D orset Garden t h e a t r e . 9
10
A pparently , th e  p lay  was a ttended  by N ell Gwynn on September 24th
and by ro y a lty  on September 28th. B e tte r to n  h im self may a t  some
12tim e have played the  p a r t  o f F austus. I f  B e tte r to n  ever d id  p lay  
F au stu s, then  a t  l e a s t  once in  th e  R esto ra tio n  perio d  Marlowe’ s l in e s  
must have had ju s t ic e  done to them.
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The only  evidence viiich we have f o r  a p o ss ib le  re v iv a l  o f 
Tamburlaine a f t e r  th e  R e sto ra tio n  i s  an a l lu s io n  in  C harles Saunders* 
p re fa ce  to  h is  Tamerlane th e  G reat ( l 68l ) ;
" .........  i t  h a th  been to ld  me, th e re  i s  a
Cock P i t  P lay , going under the  name o f 
th e  Scy th ian  Shepherd, o r  Tamberlain th e  G reat, 
which how good i t  i s ,  any one may Judge by i t s  
o b sc u r ity , being  a th in g , no t a B ookseller in  
London ( 13) ,  o r  scarce  th e  P layers them selves, who 
Acted i t  fo rm erly , cou’d c a l l  to  Remembrance  "
Saunders may be o v e rs ta t in g  th e  case a g a in s t Tam burlaine, as he i s
defending  h im se lf o f  p la g ia r is in g  i t ,  bu t i t  seems c le a r  th a t  i f
Marlowe’s p lay  was performed a t  th e  Cockpit in  the  e a r ly  years o f  the
R e s to ra tio n , i t  d id  no t c re a te  much i n te r e s t  and th e  q u a li ty  o f th e
perform ance i t s e l f  was probably  n o t very  high. Van Lennep, in
The London Stage lb60 -  1800 (1965) ,  remarks th a t  th e  Cockpit " lo s t  i t s
im portance as a R e s to ra tio n  playhouse" towards the  end o f 1 6 6 0 .^
The re v iv a l  o f  Dr. Faustus s h o r t ly  a f t e r  th e  R e s to ra tio n ,
d e sp ite  th e  f a c t  th a t  tlarlowe was no: longer a popu lar d ram a tis t in
fash io n ab le  c i r c le s ,  can be explained . When the  th e a tre s  re-opened
th e  a c to rs  had to  r e ly  on o ld  p lays u n t i l  s u f f ic ie n t  new ones were
I '/r it te n . Dr. Faustus was no t th e  only u n lik e ly  re v iv a l. O thers
included  George a Greene o r th e  P inner o f W akefield, % lle a s s e s  th e  Turk
and The Merrv Milkmaids. W. W. Greg, in  an a r t i c l e  in  " T h e a tr ic a l
R ep erto rie s  o f 1662" ( I 9O6) , th in k s  th a t  se v e ra l o f th e  p lays which
1^5were rev ived  in  th ese  e a r ly  years seem to  have l iv e d  on in  th e  p ro v in c e s .'
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I t  i s  p o s s ib le  t h a t  Dr. Faustus was kep t a l iv e  on the  London s ta g e , too , 
in  s u r r e p t i t io u s  perform ances during  th e  Commonwealth period . P lays 
were ac ted  a t  rhe Fortune, du ring  the  e a r ly  years  o f th e  in ter-regnum , 
a t  th e  Red B u ll, S a lisb u ry  Court and th e  Coclcpit, d e sp ite  p e n a l t ie s  
imposed by th e  a u th o r i t ie s  on both  a c to rs  and audiences. The Red B ull 
was p a r t i c u la r ly  in c o r r ig ib le .  Dr. Faustus had been p a r t  o f th e  
F o rtu n e ’ s re p e r to ry  befo re  th e  c lo s in g  o f th e  th e a tr e s ,  and Tamburlaine 
p a r t  o f th a t  o f  th e  Red B u ll. In  view o f  the  p o p u la r ity  o f th e se  
two p lays in  th e  p u b lic  th e a tr e s ,  they  seem iobe l ik e ly  choices fo r  
re v iv a l  du ring  th e  in ter-regnum . Furtherm ore, an e x tra c t  from a 
"pseudo-W elsh prophecy", C rete Wonders F o re to ld , quoted by L e s lie  
Hotson in  The Commonwealth and R esto ra tio n  Stage (1928), in d ic a te s  
t h a t  Dr. Faustus was a t  l e a s t  a p o te n t ia l  re v iv a l a t  th e  Fortune, i f  
n o t a c tu a l ly  perform ed, w hile th e  th e a tre s  were o f f i c i a l l y  c losed :
"There s h a l l  a lso  c re te  inflam m ations o f L igh tn ing  
happen t i s  yeare  about th e  fo rtu n e  in  Colding Lane, i f  
th e  p lay e rs  can get leav e  to  a c t  t h e . tra g e d ie s  o f 
Doctour F austus, in  which Tempest s h a l l  be seen shag­
h a ire d  T iv i l l s  runne ro a r in g  w ith  squibs in  t e i r  mouthes, 
w hile drummes make thunder in  the  t i r i n g  house, and the  
tw elve pennie h i r e l in g  make a r t i f i c i a l l  l ig h ts  in  h e r heavens. "
This passage i s  an e x tra c t  from Joiin M elton’s A s tro lo g a s te ro f 1620,
"brought up to  d a te  and tu rned  in to  ’Welsh’ ". The prophecy was f i r s t
p r in te d  in  February, 1643 and re p r in te d , w ith the  re fe re n c e  to  Marlowe’s
p lay  unchanged, in  1647. I f  Dr. Faustus was kep t on th e  stag e  during
th e  in ter-regnum , then th e  performance of th e  p lay  j u s t  a f t e r  the
R e s to ra tio n  a t  th e  Red B ull and the  Cockpit, two o f th e  playhouses which
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had managed to  p u t on p lay s between 1642 and 1660, i s  n o t su rp r is in g ,
e s p e c ia l ly  in  view o f th e  need fo r  p lay s . I f  i t  was J o l l y ’s company
which perform ed Dr. Faustus j u s t  a f t e r  the  R e s to ra tio n , then  th is
would suggest ano ther reason  fo r  th e  re v iv a l  o f th e  p lay .
A llardyce  N ic o ll , in  A H is to ry  of E nglish  Drama, considers th a t ,
"such evidence as i s  provided fo r  us seems to  suggest th a t  
J o l ly  confined h im se lf, o r was forced  io confine h im self, 
to  a r e p e r to ir e  o f lesser-lino im  o r then la rg e ly  ignored 
E lizabe than  p la y s ." 18
D avenant’s and K illig re w ’s companies were th e  pow erful ones and
perform ed the  more popu lar p lays. Dr. Faustus may very  w ell have been
l e f t  to  rhe sm a lle r  f ry .
Reasons can be suggested , to o , fo r  th e  re v iv a l o f Dr. Faustus
in  1675. The Faustus legend in  some form was well-known and popular,
as i s  in d ic a te d  by the  p rose  and v e rse  accounts o f i t  pub lished
d u ring  th e  R es to ra tio n  perio d  and e ig h teen th  cen tury  and by the  f a c t
th a t  Faustus h im self f ig u red  as a c h a ra c te r  in  fa rc e  and pantomime.
Furtherm ore, Perkinson suggests th a t  th e  " th e a t r ic a l  p o s s ib i l i t i e s  o f
"Dr. F au stu s" would have recommended th e  p lay  to  the  D orset Garden
s t a g e . V a n  Lennep p o in ts  out th a t  th e  D orset Garden th e a tr e  was
"more e la b o ra te ly  equipped fo r  sp e c ta c le "  than th e  Theatre Royal in
Drury Lane and c i te s  John Evelyn as a w itness to  th e  "m agnificence o f
20th e  scenes and m achines."
The 1663 e d it io n  of Dr. F au stu s , which s ta te s  on i t s  t i t l e -
page, "P rin ted  w ith  New A dditions as i t  i s  now Acted", i s  probably  th e
21v e rs io n  o f Marlowe’ s p lay  known on the  R esto ra tio n  s ta g e . The f a c t
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t h a t  i t  was pub lished  so soon a f t e r  th e  p lay  had been performed and 
th a t  th e  p u b lish e r  was a t  pa ins to  in c lu d e  th e  new m a te r ia l,  a lthough
i t  i s  g a rb led , p robably  in  " s u r r e p t i t io u s  tran sm iss io n  o f th e  te x t
from th e  th e a te r  to  the  p u b l i s h e r " , s h o w s  th e  c lo se  re la t io n s h ip
which e x is te d  between p lays as they  were performed in  th e  th e a tre  and
as they  were p resen ted  to  th e  read ing  p u b lic . In  th e  s ix te e n th  and
seven teen th  c e n tu r ie s  m odernity in  term s o f th e  l a t e s t  perform ances
waa more im portan t than  sc h o la r ly  co n sid era tio n s  in  th e  p u b lic a tio n  of
a new e d it io n  o f  a p lay . The 1663 e d it io n  o f Dr. Faustus i s  based 
on th e  f u l l e r  v e rs io n  cf th e  p lay  as rep resen ted  in  the  e d itio n s  o f 
1616 to  1631, b u t th e re  i s  a new scene and more l in e s  w ith  r e l ig io u s
re fe re n c e s  a re  om itted  in  deference  to  th e  censorsh ip  than in  th ese
e a r l i e r  e d it io n s . Tucker Brooke, in  h is  e d itio n  o f The Works o f
C hristopher Marlowe, suggests th a t
" th e  t e x t  was prepared fo r  a c tin g  by s t r o l l i n g  companies 
du ring  th e  Commonwealth p e rio d ,"
and th a t  .
"such an o r ig in  would account fo r  th e  ex tra o rd in a ry  e f f o r t s  
o f  the  e d ito r  to  remove a l l  moral grounds o f o f fe n c e ." 23
But Perk inson , in  h is  essay  on th e  1663 e d itio n  o f  Dr. F au stu s,
argues very  cogen tly  th a t  th e  te x t  o f  1663 i s  r a th e r  a R esto ra tio n
"improvement" o f  th e  p lay . The most ou ts tan d in g  v a r ia t io n  between
th e  1663 e d it io n  and e a r l i e r  ones i s  th e  om ission o f  th e  papal cou rt
scene and i t s  replacem ent by a scene a t  the  cou rt o f th e  S u ltan
Solomaine a t  Babylon, in  which two bashaws r e l a te  th e  s to ry  o f t h e i r
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s ieg e  o f 1-ialta. The s to ry  of th e  sieg e  i s  based on events in  
The Jew of M alta. Perhaps th e  ad ap ter wished to r e ta in  some kind of 
MarlovLan a u th o r i ty  fo r  h is  a l te r a t io n .  Perk inson  argues th a t  th e  
papal co u rt scene, o ffe n s iv e  to  Roman C atho lic  t a s te ,  was no t 
l ik e ly  to  be excised  du ring  th e  P u ritan  Commonwealth period . But 
a f t e r  th e  R es to ra tio n  th e  Court was more favourab ly  disposed towards 
C atho lic ism :
"Again, an ti-P ap a lism  by some usage had a sso c ia ted  i t s e l f  
w ith  th e  Commonwealth. Anything th a t  suggested the  
p lay in g  of P ro te s tan tism  a g a in s t C atholicism , th a t  
im plied  an a s so c ia t io n  w ith the  Commonwealth v iew point, 
would have proved, a t  th e  tim e, a p reca rio u s  course, 
c e r ta in ly  one which the  k in g ’s p a r t is a n s  would have avoided ." %
The 1663 v e rs io n  o f Dr. Faustus i s  no t q u ite  analogous to  
a d a p ta tio n s  o f Shakespearean p lay s , s in ce , a p a r t  from th e  om ission o f 
l in e s ,  th e  a l t e r a t io n  i s  c h ie f ly  confined to  one scene. But th e  new 
scene, l ik e  a l te r a t io n s  o f Shakespeare’s p lay s , r e f l e c t s  R es to ra tio n  
t a s t e .  Perk inson suggests th a t  the  reason fo r  the  choice o f  m a te ria l 
f o r  th e  new scene was th e  g re a t p o p u la r ity  o f  Davenant’s Siege o f Rhodes 
( 1656) ,  in  which th e  Turkish  Emperor i s  a lso  c a lle d  Solyman and which 
was having a " sp e c ta c u la r  and su ccessfu l run a t  th e  time and was 
re sp o n s ib le  fo r  th e  subsequent type o f s ie g e -p lay . The ad ap te r 
may have taken  th e  h in t ,  f o r  a scene a t  the  Turkish co u rt, to o , fiem 
Dr. Faustus i t s e l f .  In  Act I I I ,  scene i i iB  o f Boas’ e d itio n  o f th e  
p lay  (1932) M eph istoph ilis  t e l l s  Robin th a t  h is  con ju ring  has brought 
him from C onstan tinople  and "on leav in g  announces h is  d e s t in a tio n  as
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th e  ’ G reat Turk’ s C o u r t * T h e  f a c t  t h a t  th e  s ie g e  d e sc rib e d  in  
th e  new B abylonian scene was s u c c e s s fu l, whereas th e  Turks were n o t, 
in  f a c t ,  u l t im a te ly  su c c e ss fu l in  The Jew o f M alta , may a ls o  be 
p a r t l y  due to  th e  su c c e s s fu l  s ie g e  in  D avenant’ s p la y . I t  i s  
im p o rta n t, to o , w ith in  th e  co n ten t o f th e  p la y  th a t  th e  s ie g e  o f  
Malta shou ld  have been su c c e s s fu l,  s in c e  i t  i s  much more e f f e c t iv e  th a^  t  
F au stu s  should  b reak  up a scene of trium ph th an  a scene o f  despondence. 
F u rtherm ore , th e  a d a p te r  was, to  some e x te n t, copying th e  speeches o f  
F austu s and M e p h is to p h ilis  in tro d u c to ry  to  th e  papal c o u rt scen es, in
which re fe re n c e  i s  made to  th e  c e le b ra tio n  of a papal trium ph.
The Babylonian scene a lso  r e f l e c t s  R e s to ra tio n  t a s t e  in
t h a t  i t  co n ta in s  an elem ent of th e  " h e ro ic " . The "h ero ic"  elem ent
in  i t s  m a r t ia l  a sp ec t i s  d is c e rn ib le  in  some o f  th e  S u lta n ’s speeches:
"And though we use no g re a t  f a m i l i a r i t y  
Towards ou r V assa ls , b u t w ith sev ere  looks 
M ain ta in  th e  rev e ren ce  due to  th e  Ottoman 
Fam ily, and so s t r i k e  te r r o u r  in  our s u b je c ts
Heaite: y e t  s in c e  th e  f a te s  have so much
fa v o u r’d u s , as we have g a in ’d t h a t  proud 
R eb e llio u s  town, t h a t  r e f u s ’d payment o f our 
Y early  t r ib u t e :  we w il l  r e c re a te  your w earied
Limbs, and pass th e  tim e w ith you my Lords in
M i r t h   " 27
The r e la t io n s h ip  between th e  S u ltan  and h is  b e a u t if u l  Empress i s  
co loured  by th e  exaggerated  id e a l  o f  "h ero ic"  lo v e . The S u ltan  t e l l s
h e r , f o r  example, when th ey  a re  escap ing  from th e  chaos caused by
F a u stu s , t h a t  h e r l i f e  " is  worth a l l  o u r s ."
A lthough th e  Babylonian scene i s  t h e : l a r g e s t  s in g le  
v a r ia t io n  in  th e  1663 t e x t ,  th e re  i s  a lso  an a d d it io n  to  th e  comic scene .
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in  th e  e d it io n s  o f  I 6I 6 to  1631, in  which th e  Clown, D ick, th e  
H orse-C ourser and th e  G arte r meet a t  a ta v e rn  b e fo re  in tru d in g  on 
F austu s a t  th e  C ourt o f V a n h o l t . T h i s  a d d it io n  seems to  be p u re ly  
f o r  th e  purpose o f  in tro d u c in g  songs sung by th e  H ostess a t  th e  
re q u e s t  o f  h e r  g u e s ts , an apparen t concession  to  th e  R e s to ra tio n  t a s t e  
f o r  songs w ith in  p la y s , e s p e c ia l ly  i f  th e  H ostess was p layed  by a 
woman.
The "New A dditions" do no t m a te r ia l ly  a f f e c t  Dr. F a u s tu s . 
as R e s to ra tio n  a d a p ta tio n s  a f fe c te d  Shakespeare’s p la y s . As 
P erk inson  rem arks w ith  reg a rd  to  th e  Babylonian scene,
"The ’ improvement* need cause no s u rp r is e  o r condemnation 
a s , f i r s t ,  th e  m a te r ia l  ex c ised  i s  very  d o u b tfu lly  
Marlowe’ s. And second, as th e  p lay  had a d ju s te d  i t s e l f  
to  and e x p lo ite d  a  p o p u lar sen tim en t b e fo re  th e  Common­
w ealth , when th e  f e e l in g  was rev e rse d  in  th e  R e s to ra tio n  
th e  e f f e c t  could be expected to  make i t s e l f  f e l t . " 29
I t  i s  r a th e r  th e  om ission o f  r e l ig io u s  re fe re n c e s  which a l t e r s  th e
tone  o f th e  p lay  somewhat, b u t t h i s  k ind  of tam pering w ith  th e  t e x t
i s  a p p aren t as e a r ly  as in  th e  e d i t io n  o f  1616 and i s  n o t a p u re ly
R e s to ra tio n  phenomenon.
I t  i s  l ik e l y  t h a t  th e  e a r ly  R e s to ra tio n  perform ances o f
Dr. F austu s  c a r r ie d  on pre-Commonwealth t r a d i t i o n s  o f  s ta g in g  th e  p la y ,30
e s p e c ia l ly  i f  i t  had been perform ed d u rin g  th e  in te r-regnum . F. S. Boas 
i s  of th e  op in ion  th a t  th e  Act d iv is io n s , I I ,  I I I  and V, added by
th e  e d i to r  o f  th e  1663 t e x t ,  must " conform to  an e a r ly  s t a g e - t r a d i t i o n ."31
I t  seems p ro b ab le , a ls o , th a t  th e  f a r c i c a l  and s p e c ta c u la r  elem ents o f 
th e  p la y  were em phasised, as in  pre-Commonwealth perform ances.
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Edward P h i l l ip s  in  The a t  rum Poet a rm  (l675) says t h a t  o f  a l l
Marlowe’s p lay s  Dr. F austus
"h a th  made th e  g r e a te s t  n o ise  vdth  i t s  D ev ils  and 
such l ik e  T ra g ic a l sp o r t .  " 32
P h i l l ip s  may be sim ply r e f e r r in g  to  pre-Coramonwealth t r a d i t i o n s  o f
s ta g in g  th e  p la y , which had become alm ost leg en d ary , bu t i t  i s
p o s s ib le  t h a t  he saw one o f  th e  e a r ly  R e s to ra tio n  perform ances, as
he was l iv in g  in  London in  1662. I f  Dr. F austus was ac ted  so as to
s t r e s s  i t s  f a r c i c a l  elem ents and i t s  s p e c ta c u la r  d e v il ry ,  th e
judgment o f  Samuel Pepys i s  n o t s u rp r is in g :
"To th e  Redd B u ll, where we saw D octor F a u s tu s . bu t
so w re tched ly  and p o o rly  done, t h a t  we were s ic k  o f i t  . . . "  33
I t  i s  to  be no ted  t h a t  Pepys* c r i t ic is m  i s  o f  th e  perform ance r a th e r
th an  o f  th e  p la y  i t s e l f .  As in  pre-Commonwealth days, th e  Red B u ll
was n o t th e  most re p u ta b le  o f  houses. I t  was used f o r  p r iz e  f ig h ts
as w e ll as f o r  p la y s . Pepys* d e s c r ip t io n  o f  a v i s i t  to  th e  Red B ull
on March 2 3 rd ., l6 6 l  in d ic a te s  t h a t  th e  q u a l i ty  o f  any perform ance
g iven  th e re  was l i k e l y  to  be poor:
" . . . . .  th e  tire in g -ro o m , where s tra n g e  th e  confusion
and d is o rd e r  t h a t  th e re  i s  among them in  f i t t i n g
them se lves, e s p e c ia l ly  h e re , wiiere th e  c lo th e s  a re  
v e ry  poor, and th e  a c to r s  bu t common fe llo w s . " 34
But w hatever th e  n a tu re  o f  th e  perform ance. R e s to ra tio n  aud iences
would p robab ly  have found i t  d i f f i c u l t  to  tak e  F a u s tu s ’ co n ju rin g
and h is  p a c t w ith  th e  d e v il  s e r io u s ly . The perform ances o f  Dr. Faustus
by th e  Duke’ s Company in  1675 may have been s u p e r io r  to  th o se  a t
th e  Red B u ll and th e  C ockpit, bu t p robab ly  much emphasis was s t i l l
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p laced  on th e  f a r c i c a l  and th e  sp e c ta c u la r , e s p e c ia l ly  in  view o f  
th e  t h e a t r i c a l  p o s s i b i l i t i e s  o f  th e  D orse t Garden s ta g e . Indeed, 
even in  tw e n tie th  c en tu ry  p ro d u c tio n s o f  Dr. F austu s th e  t r a d i t i o n  
o f  firew o rk s  i s  s t i l l  v e ry  much w ith  u s.
I t  was th e  f a r c i c a l  and sp e c ta c u la r  elem ents o f  Dr. Faustus 
which s tru c k  W illiam  M ountfort. In  The L ife  and Death o f D octor F austus 
M cuntfort makes som ething so d i f f e r e n t  o f Marlowe’ s trag e d y  th a t  i t  
i s  d e b a t a b l e  w hether h is  fa rc e  can b e a r claim  to  c o n s id e ra tio n  as 
an " a l t e r a t io n "  o f  th e  p lay . I t  c e r ta in ly  in d ic a te s  t h a t  R e s to ra tio n  
aud iences would have found i t  v ery  d i f f i c u l t  to  tak e  Marlowe’ s 
tra g e d y  s e r io u s ly . The fa rc e  was p robab ly  f i r s t  perform ed in  l a t e  
1685 o r  1686 a t  th e  D orse t Garden th e a t r e ,  a lthough  i t  was n o t 
p u b lish ed  u n t i l  1697. As th e  t i t l e - p a g e  s t a te s  th a t  i t  had been 
a c te d  " se v e ra l tim es" and as i t  was ag a in  rev ived  in  1724, î '^ o u n tfo rt 's 
f a r c e  must have been much b e t t e r  known than  Marlowe’ s trag ed y .
The L ife  and Death o f  D octor F austus c o n ta in s  two p lo ts ,  which a re ,  fo r  
th e  most p a r t ,  k ep t e n t i r e ly  se p a ra te . For th e  s to ry  o f  F austus 
P b n n tfo r t  uses Bbrlowe’ s t e x t ,  as re p re se n te d  in  th e  e d i t io n  o f  1663,^^ 
w ith  some v e rb a l changes and some rearrangem ent o f scen es, b u t 
Marlowe’s words a re  cu t down to  th e  minimum re q u ire d  by th e  p lo t .  
M ountfort adds scenes f e a tu r in g  th e  "Humours o f H arlequ in  and 
Scaramouche", who, to  some e x te n t,  ta k e  th e  p lac e  o f  th e  Clown and 
Dick in  Marlowe’s p lay  in  th e  e d it io n s  o f I 6I 6 to  1631.
/
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M ountfort*s f a r c i c a l  v e rs io n  o f  Dr. F austus r e f l e c t s  
R e s to ra tio n  t a s t e  in  two ways, f i r s t l y  in  th a t  i t  i s  a fa rc e  
f e a tu r in g  H arlequ in  and Scaramouche, and secondly  in  th e  o p p o r tu n it ie s  
which i t  p ro v id es f o r  th e  use o f  s ta g e  m achinery. H arlequ in  and 
Scaramouche, comic c h a ra c te rs  belong ing  to  t ie  I t a l i a n  commedia d e l l ’a r te  
t r a d i t i o n ,  were f i r s t  in tro d u ced  in to  E n g lish  fa rc e  in  Edward 
R a v e n sc ro f t*s Scaramouch A P h ilo so p h er. H arlequin  A School-Bov. Bravo, 
M erchant, and M agician (1677). Towards th e  end o f  th e  sev en teen th
c en tu ry  fa rc e  cou ld  f i l l  th e  th e a tr e s  and was more p o p u la r than
s e r io u s  drama, as P b u n tfo r t h im se lf  p o in ts  ou t in  h is  d e d ic a tio n  o f  
Greenwich Park  ( I 69I ) ;
" .........  we can see th e  Town th rong  to  a F arce , aid
Hamlet n o t b r in g  Charges. "
N e v e rth e le ss , M oun tfo rt’ s d e s i r e  to  comply w ith  th e  t a s t e  o f th e  tim e
f o r  fa rc e  and s p e c ta c le  can be seen  n o t on ly  in  h is  a d d it io n s  to
Dr. F a u s tu s , b u t a ls o  in  what he r e ta in s  o f  M arlowe's p lay . He r e ta in s
th e  f a r c i c a l  h o rn ing  o f  B envolio and th e  h o rse -c o u rse r  scene , f o r
example, as w e ll as adding th e  "Humours o f  H arlequ in  and Scaramouche".
The t a s t e  f o r  sta^ge s p e c ta c le , which gave to  th e  th e a t r e  f ly in g  Arie].s
and f ly in g  w itches in  % cb e th  d u rin g  th e  R e s to ra tio n  p e rio d , i s
a p p a re n tly  re s p o n s ib le  f o r  th e  number o f appearances o f  th e  good and
e v i l  an g e ls  which a re  r e ta in e d , a number incommensurate id .th  th e  b re v i ty
o f  th e  supposed ly  s e r io u s  parts»cf The L ife  and Death o f  D octor F au stu s .
The c h ie f  fu n c tio n s  o f  th e  angels  seems to  l i e  in  showing o f f  t h e i r
pow ers o f  f ly in g  in to  th e  a i r  o r  s in k in g  through  a trap d o o r. The
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s p e c ta c u la r  v is io n s  o f  th e  Heavenly Throne and o f  H e ll a re  a lso  
r e ta in e d . In  M ountfort*s a d d itio n s  th e  most s p e c ta c u la r  scene i s  
t h a t  o f  H a r le q u in 's  and Scaram ouche's f e a s t ,  d u rin g  th e  course o f 
which a t a b le  and b o t t l e s  f l y  in to  th e  a i r ,  b read  r i s e s  and s in k s  
and a g ia n t  d iv id e s  in to  two.
A lb e rt S. Borgman in  h is  b iography o f  W illiam  k ibuntfort 
defends h is  f a r c i c a l  v e rs io n  o f  Dr. F au stu s . He argues th a t  th e  
s to ry  o f  F au stu s may be t r e a te d  p h ilo s o p h ic a lly  and p o e t ic a l ly  o r 
co m ica lly  and t h a t  Marlowe " employs bo th  a p p r o a c h e s . L a t e r  he 
adds t h a t ,
"The purpose o f  th e  a d a p te r  was n o t to  co n v ert aa 
E liz a b e th a n  in to  a R e s to ra tio n  trag e d y  in  th e  manner 
t h a t  T ate , Shadw ell, and Dryden had transfo rm ed  
p la y s  by Shakespeare, b u t to  a f f i x  f a r c i c a l  m a te r ia ls  
to  a work which a lre a d y  con ta ined  scenes o f  s la p s t ic k  comedy." ^7
I  would malce two c r i t ic i s m s  o f  Borgman's defence . Although th e
f a r c i c a l  humour o f H arlequ in  and Scaramouche i s  no d i f f e r e n t  in  k in d ,
b u t on ly  in  e x te n t ,  from t h a t  o f  th e  Clown and Dick in  Dr. F a u s tu s .
th o se  c h a ra c te rs  e x is t  in  a d i f f e r e n t  convention  from th a t  in  which
F a u s tu s ' s to r y  tak e s  p la c e . The Clown, who i s  c a lle d  Robin, and Dick
a re  n o t in d iv id u a liz e d , b u t th ey  can be seen as r e a l  people  occupying
th e  low er spheres o f  th e  world in  which F austus moves. H arlequ in
and Scaramouche, however, a re  type  f ig u re s ,  f a m i l ia r  to  R e s to ra tio n
aud iences from o th e r  p la y s . By p u tt in g  them in to  th e  same p lay  as
F a u s tu s , M ountfort makes i t  a lm ost im possib le  f o r  F a u s tu s ' p a c t w ith
th e  d e v i l ,  le a d in g  to  dam nation, to  be taken  s e r io u s ly . Perhaps he
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d id  n o t in te n d  t h i s  p a r t  o f  th e  p lay  to  be taken  s e r io u s ly ,  b u t, on 
th e  o th e r  hand, he has n o t approached i t  in  a comic s p i r i t .  Because 
he has n o t , f o r  th e  most p a r t ,  a l te r e d  th e  tre a tm e n t o f  Faustus* p a c t 
w ith  'the d e v i l ,  b u t has made use o f  % rlo w e * s words, we cannot see th e  
whole p la y  as a homogeneous f a r c e , genu ine ly  funny though some o f  th e  
H arleq u in  and Scaramouche m a te r ia l  i s .  The trag ed y  o f Dr. F austus can 
contain scenes o f  f a r c e ,  a lthough  many c r i t i c s  have found th e  balance  
p re c a r io u s , b u t th e  fa rc e  o f  H arlequ in  and Scaramouche canno t be 
s a t i s f a c t o r i l y  b lended w ith  th e  trag ed y  o f  F austus. Of cou rse , th e  
in c o n g ru ity  may n o t have been so a p p aren t to  R e s to ra tio n  aud iences, 
who were n o t acq u a in ted  w ith  th e  sp lendours o f Dr. F au stu s as we a re .
D ram atic e n te rta in m e n ts  o f  th e  e ig h te e n th  cen tu ry  which 
in v o lv e  Dr. F austu s as a c h a ra c te r  have no connection  w ith  M arlowe's 
p la y , b u t t e s t i f y  to  th e  p o p u la r i ty  o f  th e  legend . The c h a ra c te r  o f 
F austu s was to  be found on s ta g e s  a t  F a ir s  and in  th e  puppet shows 
o f George Pow ell in  th e  e a r ly  e ig h te e n th  cen tu ry . In  th e  1720 's  
pantomime became v e ry  po p u lar as an a f te r p ie c e  in  th e  th e a tr e s .  Two o f  
th e  most famous pantomimes a re  based on th e  legend o f  F austus. In  
November, 1723, H arlequ in  D octor F austus by John Thurmond opened a t  
D rury Lane. In  December o f  th e  same y e a r John Rich r e t a l i a t e d  a t  
L in c o ln 's  Inn F ie ld s  w ith  The Necromancer; o r  H arlequ in  D octor F au stu s . 
Thurmond and Rich p robab ly  d e riv ed  t h e i r  in s p i r a t io n  from th e  puppet 
shows and from f b u n t f o r t 's  fa rc e . The g re a t  va lue  o f  having
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Dr. Faustus as a ch a rac te r in  pantomime la y  in  h is  m agical powers, 
which could give r i s e  to  much sp ec tac le  and to tran sfo rm ation  scenes.
The Necromancer continued to  be revived u n t i l  as l a t e  as 1753. The 
puppet shows and pantomimes based on the  Faust legend, though q u ite  
divorced from Marlowe's p lay , may ye t have in fluenced  c r i t i c a l  thought 
about i t  to  % rlow e' s de trim en t. At l e a s t  they  brought the  legend in to  
low e s t e e m . P o p e ,  in  the  Dunciad (1728) c a lle d  the  pantomimes 
"m iserable F arces" . A w r ite r  in  The Weel-dLy Jo u rn a l, o r S a tu rd ay 's  Post 
jbr December 7 th , 1723, appears to  be com pletely igno ran t o f îb r lo w e 's  
p lay  and h is  judgment of th e  F aust legend i s  based only on i t s  trea tm en t 
in  pantomimes and puppet shows:
"There i s  something in  the  legend o f Dr. Faustus too mean 
fo r  th e  Stage. The T heatre should not descend to  
borrow i t s  Entertainm ent from th e  Puppet Shew. " 12
Charles Saunders' Tamerlane the  Great ( l6 8 l)  and Nicholas Rowe's 
Tamerlane (1702) a re  no t, by any means, " a l te ra t io n s "  o f Marlowe's 
Tamburlaine. They a re , as Saunders q u ite  r ig h t ly  m aintains \^dth regard 
to  h is  own, q u ite  d i f f e r e n t  p lay s . Both r e f l e c t  the  t a s te  o f the  age 
in  which they  were w ritte n , in  t h e i r  emphasis on hero ic  v irtu e  and love.
Rowe's p lay  a lso  r e f le c t s  th e  growing e igh teen th  century ta s te  fo r  
se n tim e n ta li ty  in  i t s  p o rtra y a l o f v ir tu e  in  d is t r e s s  in  the  person o f 
A rpasia and in  th e  supreme v ir tu e  of Tamerlane h im self. Marlowe's hero 
would have been too barbarous fo r  the  audiences o f Saunders and Rowe.
There a re  re fe ren ces  in  both la te r  p lays to  the  infamous cage and fo o ts to o l.
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so popu lar in  Marlowe's p lay , but th e re  i s  no in d ic a tio n  th a t  
e i th e r  Saunders o r  Rowe was in fluenced  by, o r even knew, Tamburlaine.
The S a c r if ic e  (1686) by S ir  F rancis Fane a lso  t r e a t s  th e  s to ry  o f 
Tamburlaine, bu t i t  i s  q u ite  un like  îb r lo w e 's  p lay .
S im ila rly , The Duke of Guise (1682) by Dryden and N athan iel Lee
and The I4assacre  o f P a r is  (1689) by Lee a re  q u ite  d i f f e r e n t  p lays
from Marlowe's lb s sacre  a t  P a r is . N either p lay  spans th e  whole period  
o f  tim e d e a l t  w ith by th e  more comprehensive E lizabethan . The Massacre 
o f P a r is  t r e a t s  events lead in g  to  th e  death  o f the  Admiral and the  
m assacre; The Duke o f Guise deals  w ith l a t e r  even ts, culm inating 
in  th e  death  o f Guise. The handling o f th e  m a te ria l in  both o f the  
l a t e r  p lays i s  d i f f e r e n t  from M arlowe's. In The Duke o f Guise and 
The % s sacre  o f P a r i s , in  accordance w ith R esto ra tion  t a s te ,  the  Duke 
i s  given an im portant love re la tio n s h ip  from which a r is e s  emotional 
c o n f l ic t ,  whereas noth ing  can d e te r  Ib rlo w e 's  Guise from the  course 
which he pursues. David E rskine Baker in  The Companion to  the  Plav-House 
(1764) suggests th a t  Ib rlo w e 's  p lay  "might probably fu rn ish  the  h in t 
to  Mr. L ee",^^, a theo ry  which i s  borne out by the  s im ila r i ty  o f t h e i r  
t i t l e s ;  but th e re  i s  no th ing  in  L ee 's  p lay  to  suggest th a t  he was 
in fluenced  by M arlowe's.
U ltim a te ly , then , the  only Marlovian performances o f which we
have c e r ta in  Imowledge in  the  whole o f the  period  from I 66O to  1880 are
two perform ances o f Dr. Faustus sh o r tly  a f t e r  the  R esto ra tio n  and two in  
1675, and even th ese  were probably of th e  a l te re d  v e rs io n  o f the  p lay , 
as i t  appears in  the  e d itio n  o f 1663.
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The c r i t i c a l  in te r e s t  d isp layed  in  most o f th e  p re -  
Goinmonwealth d ram a tis ts  during  th e  R esto ra tio n  period  and the  
e ig h teen th  cen tu ry  was m ainly a n tiq u a ria n  ra th e r  than th e a t r i c a l  or 
even l i t e r a r y .  The c h ie f  reason fo r  th i s  f a c t  i s  th e  r a r i t y ,  i f  not 
complete absence, o f  stage-p roductions o f much o f th e  o ld e r  draiûa, 
e s p e c ia l ly  during  th e  e ig h teen th  century . The p lays o f the  p re - 
Comraonwealth d ra m a tis ts , except fo r  those  which achieved p o p u la rity  
on th e  contemporary s ta g e , were not seen as l iv in g  drama. Furtherm ore, 
p u b lish e rs  tended to  be in te re s te d  in  pub lish ing  e d itio n s  only o f 
those  p lays which had been re c e n tly  perform ed, so th a t ,  u n t i l  th e  
p u b lic a tio n  o f D odsley 's S e lec t C o llec tio n  o f Old F lays in  1744, 
much o f the  E lizabethan  drama was n o t e a s i ly  a cc ess ib le  to  the  
read ing  p u b lic . Dramatic c r i t ic is m  tended to  be concerned only vrnth 
those  p lays which were performed on th e  contemporary stage .
Robert G. Noyes, in  Ben Jonson on the. «English S tage. 1660 -  1776 (1935), 
p o in ts  ou t th a t  th e  h is to ry  o f Ben Jonson 's  p lays them selves "as 
a c tin g  dramas la rg e ly  determ ined what was w ritte n  about t h e i r  au thor.
This p o in t i s  i l l u s t r a t e d  in  Noyes' d iscu ss io n  o f in d iv id u a l p lays. 
Beaumont and F le tc h e r  were le s s  popular in  the  e ig h teen th  cen tury  
th e a tr e  than  they  had been on th e  R esto ra tio n  s tag e , and so they  received  
le s s  c r i t i c a l  a t te n t io n  in  the  l a t e r  period . Don D. Ibo re , in  
John Webster and His C r i t ic s  (1966), p o in ts  out th a t  a f t e r  Theobald's 
ad ap ta tio n  o f The Duchess o f M alfi as The F a ta l Sec r e t , in  1733,
"Webster c r i t ic is m , l ik e  W ebster's p lay s , lap ses  fo r  the  
rem ainder o f the  century . His name i s  kep t a liv e  by a 
few an tho log ies  and b r ie f  mention by sc h o la rs ."  46
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When W ebster's  p lay s were no longer performed on th e  s ta g e , they  
were no lo n g er accorded c r i t i c a l  a t te n t io n . Shalcespeare, th e  most 
p opu lar E lizab e th an  d ra m a tis t in  the  e ig h teen th  cen tu ry  th e a tr e ,  was 
a lso  th e  most popu lar amongst e ig h teen th  cen tu ry  sc h o la rs . The 
r e la t io n s h ip  between th e  s tag e-p ro d u c tio n  o f the  pre-Commonwealth 
drama and c r i t ic is m  o f i t  i s  apparen t. The absence o f  M arlowe's 
p lay s from th e  s ta g e , a p a r t  from a few perform ances in  th e  R esto ra tio n  
p e rio d , meant th a t  they  were l i t t l e  known and received  l i t t l e  
c r i t i c a l  a t te n t io n .  During th e  l a t t e r  h a lf  o f th e  e ig h teen th  cen tury  
knowledge o f , and i n te r e s t  in  Marlowe in c reased , bu t t h i s  knowledge 
was th e  f r u i t  o f  s c h o la r ly  re sea rch , no t o f s tag e-p ro d u c tio n .
T herefo re , i t  i s  n o t s u rp r is in g  th a t  th e  in te r e s t  shown in  him was 
a n tiq u a r ia n , b io g ra p h ic a l and b ib lio g ra p h ic a l ,  r a th e r  than  th e a t r ic a l  
o r l i t e r a r y ,  ^-brlowe was fo rg o tte n  by th e  th e a tre -g o e rs  and had to  
be red isco v ered  by th e  sc h o la rs .
Almost a l l  o f  th e  R e s to ra tio n  and e ig h teen th  cen tury  criticism  
o f Marlowe, i f  c r i t ic is m  i t  may be term ed, i s  to  be found in  
ca ta logues o r " d ic t io n a r ie s "  o f th e  drama o r o f poe ts in  g en era l, 
r a th e r  than  in  th e  w ritin g s  o f  th e  major c r i t i c s ,  such as Dryden o r 
Dr. Johnson, who do no t even m ention him. N ichol Smith, in  
John Dryden (1950), i s  o f th e  op in ion , however, t h a t  Dryden knew 
Tam burlaine. as he a llu d es  to  the  caging o f B ajazeth  and th e  use made 
o f him as a fo o ts to o l  in  The Conquest o f  Granada (1672) But th ese
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in c id e n ts  in  th e  c a re e r  o f Tamburlaine were common knowledge and made 
use o f  by Saunders and Rowe. The accounts o f Marlowe in  such 
d ic t io n a r ie s  o f th e  drama as those o f Langbaine and Baker co n ta in  
b io g ra p h ic a l and b ib lio g ra p h ic a l in fo rm ation , which i s  f re q u e n tly  
in a c c u ra te  o r , a t  l e a s t ,  inadequate. More i n te r e s t  was shown in  
I^brlowe' s l i f e  and in  th e  commonly accepted , though erroneous, account 
o f  th e  c ircum stances surrounding h is  d ea th , no doubt fa s c in a tin g  
enough, than  in  h is  works. Marlowe was supposed to  have been k i l l e d  
in  a f ig h t  over a woman. R esto ra tio n  and e igh teen th  cen tu ry  accounts 
o f  M arlowe's l i f e  and death  had th e i r  o r ig in  in  Richard B eard 's  
T heatre  o f  Gods Judgements (1597) and in  F rancis Meres' F a lla d is  Tamia 
( 1598) ,  bo th  o f which works m oralise  th e  d ra m a tis t 's  c a re e r .^ ^
Anthony Wood made use o f  th ese  two accounts in  w ritin g  h is  own v e rs io n  
o f  M arlowe's l i f e  and dea th  in  Athenae Qxonienses (I69l)."^^
R e s to ra tio n  and e ig h tee n th  cen tu ry  accounts o f Marlowe con ta in  c r i t ic is m  
o f h is  I f e ,  e i th e r  in  expressions o f r e g re t  fo r  h is  "blasphemy" o r in  
a ttem p ts  to  ex tenuate  h is  c h a ra c te r , b u t c r i t ic is m  o f h is  p lays i s  ra re . 
He i s  accepted  as a poet o f some s ta tu re .  This opinion i s  i l l u s t r a t e d  
by th e  q u o ta tio n  o f  complimentary a llu s io n s  from h is  contem poraries, 
b u t n o t by an exam ination o f h is  work i t s e l f .
The e a r l i e s t  c r i t i c a l  record  o f Marlowe a f t e r  the  R esto ra tio n
i s  con ta ined  in  Edward P h i l l i p s ' Theatrum Poetarum (1675). P h i l l ip s
g ives some r e a l  c r i t ic is m  o f  Hero and Leander, comparing Marlowe's 
w r i t in g  w ith  " th a t  c lean  and u n so p h is tic a ted  Wit" o f  Shalcespeare,
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b u t he has l i t t l e  to  say about th e  p lay s:
" ........... o f  a l l  t h a t  he hath  w r it te n  to  th e  S tage h is
Dr. Faustus h a th  made th e  g re a te s t  no ise  w ith i t s  
D evils and such l ik e  T rag ica l sp o r t , nor a re  h is  o th e r  
2 T ragedies to  be fo rg o tte n , namely h is  Edw. th e  I I .  
and M assacre a t  Pa r i s ,  besides h is  Jew o f M alta a 
Tragecomedie, and h is  Tragedy o f Dido, in  which he was 
joyned w ith  N ash ." 51
P h i l l ip s  does not inc lude  Tambur la in e  as by Marlowe. There was fo r  a
long  tim e some con troversy , which la s te d  in to  the  n in e te e n th  cen tu ry ,
as to  w hether o r  n o t Marlowe had w ritte n  Tamburlain e . P h i l l ip s
d e sc r ib e s  The Jew o f  M alta as a "Tragecomedie". In o th e r accounts
th e  p lay  i s  sometimes c a lle d  a tragedy . F* S, Boas, in  C hristopher Marlowe
(194^), p o in ts  ou t th a t
"The b o o k se lle rs  were ev id e n tly  puzzled how to  c la s s i f y  
The Jew o f  M alta. Archer l i s t s  i t  as H (H is to ry );
Kirkman in  1661 as T (Tragedy) and in  1671 as TO
( Tragicomedy)."  52
These v a r ia t io n s  a re  in te r e s t in g  in  view o f the  d i f f i c u l t i e s  which
tw e n tie th  cen tu ry  c r i t i c s  have experienced in  c la s s ify in g  The Jew o f M alta.
The e a r l i e r  accounts o f Marlowe and h is  work tend  very  much 
to  be r e p e t i t iv e  o f  one ano ther. W illiam W instan ley 's account o f 
Marlowe in  h is  L ives o f t he most Famous E nglish  Poets (l686) fo llow s 
th a t  o f  P h i l l ip s  v ery  c lo se ly , o ften  word fo r  word. W instanley  adds 
Tam burlaine to  th e  l i s t  o f  Ib r lo w e 's  p lays . He seems to  have e i th e r  
no f i r s t - h a n d  knowledge o f  Dr. Faustus o r a very  poor opin ion  o f th e  
p la y , as he c a l l s  i t  a "Comedy" and rem arks, fo r  the  most p a r t  fo llow ing  
P h i l l ip s ,  t h a t
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"none made such a g rea t Noise as h is  Comedy of 
Docto r  Fau s tu s  w ith h is  D ev ils , and such l ik e  
t r a g i c a l  S po rt, which p leased  much the  humors o f 
th e  Vulgar. " 53
Gerard Langbaine in  An Account o f the  E nglish  Dramatick Poets ( I 691) ,
a rev ised  v e rs io n  of h is  New Catalogue of Eng lish  Plays (1688) ,
adds a few b ib lio g ra p h ic a l  d e ta i l s  about Marlowe's p lays to  e x is t in g
accounts o f  them and remarks th a t  The Jew of M alta "was in  much
esteem , in  th o se  days th e  Jew 's P a rt being p la y 'd  by Edward A llen ."
But he p rov ides no c r i t ic is m  of the  p lays, except in  th a t  he ag rees
w ith  C harles Saunders' poor opinion o f Tamburlaine. Charles G ildon 's
account o f  l^brlowe in  The Lives and C haracters o f th e  E nglish  Dramatick
Poets ( 1699) i s  based on L angbaine's.
The ca ta logue-type  o f l i te ra r j^  h is to ry  continued f a r  in to  
th e  e ig h te e n th , and even in to  the  n ine teen th , century . G iles Jacob 
bases h is  account o f Marlowe in  The P o e tic a l R eg is te r (1719) on 
L an g b a in e 's . Bishop T anner's L atin  work, B ib lio th eca  B ritan n ico - 
H ib ern ica  (1748), and W. R, Chetwood's B r i t is h  Theatre (l750) a lso  co n ta in  
accounts o f  Marlowe which a re , on the  whole, based on e a r l i e r  ones.
David E rsk ine  Baker in  The Companion to the  Plav-Eouse (1764) adds a 
l i t t l e  more d e ta i l  about ^larlowe ' s p lays and even maices one o r two 
la c o n ic  c r i t i c a l  comments. Balcer s ta te s ,  though o ften  inadequate ly , 
th e  p lac es  where th e  a c tio n c f  most o f Marlowe's p lays talies p lace . He 
seems to  have a f a i r l y  high opinion of Edward I I : "This P lay  i s  
very  f a r  from a bad one. " 55 S u rp ris in g ly  enough. The jbssacre,,..at,. P a r i s ,
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to o , i s  " f a r  from a bad one. " Isaac  Reed in  h is  c o n tin u a tio n  and 
improvement o f  B aker's  work. B iographie Dramatics (1782) fo llow s h is  
p red e ce sso r, w ith  one o r two ad d itio n s and om issions. He adds 
n o th in g  to  th e  c r i t ic is m  o f  Marlowe's p lays . John Berkenhout in  
B iog raph ia  L i te r  a r i a  (1777) d is  countenances Wood's account o f  MarloX'/e's 
d e a th  and defends th e  d ra m a tis t 's  c h a rac te r , but adds no th ing  to  
p rev io u s accounts o f th e  p lay s .
The in c lu s io n  o f I^iarlowe in  the  catalogues re fe r re d  to  above 
was n o t th e  only  way in  which h is  name was kept a liv e  during  th e  
e ig h te e n th  centur^^. Im portant in  making th e  plays o f Shalcespeare's 
p red e ce sso rs  and contem poraries more acc ess ib le  to  c r i t ic is m  was 
R obert D odsley 's S e le c t C o llec tio n  of Old Plays , published in  1744 
in  tw elve volumes. This c o lle c tio n  includes % rlow e' s Edward I I  and 
i t  may be here  th a t  Baker read  th e  p lay . The second e d itio n  o f 
D o d sley 's  Old P la y s , e d ite d  by Isaac  Reed and published  in  1780, a lso  
in c lu d es  The Jew o f M alta. Dodsley s ta te s  h is  in te n tio n s  in  p u b lish in g  
A S e le c t  C o llec tio n  o f Old Plays in  h is  p reface . He did no t only  wish 
to  p rov ide  m a te r ia l  fo r  th e  an tiq u ary , but to
"sn a tch  some o f  th e  b e s t  P ieces o f our old Dramatic 
W riters from t o t a l  N eglect and O blivion: As Things no t 
only  o f mere C u rio s ity  bu t o f Use, as f a r  as an e legan t 
E n terta inm en t can be o f Use. Several o f these  being not 
unworthy th e  p re se n t, nor indeed any Stage. " 57
I t  i s  in te r e s t in g  th a t  Dodsley, who made much o f th e  E lizabethan  drama
e a s i ly  a v a ila b le  to  th e  e ig h teen th  century  reading  p u b lic  fo r  the  f i r s t
tim e , was h im se lf not so much a sch o la r as a d ra m a tis t, a man o f th e  th e a tre .
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E arl Reeves Wasserman, in  an a r t i c l e  on "The S ch o la rly  O rig in  o f 
th e  E lizab e th an  Revival" ( l9 3 7 ), p o in ts  ou t th a t  th e  minor 
E lizab e th an  drama had remained known in  th e a t r i c a l  c i r c le s  and was 
o f te n  p la g ia r is e d  by d ra m a tis ts . This f a c t  and th e  f a c t  th a t  
" in  th e  % 0 's  renewed popular and sc h o la r ly  i n te r e s t  in  the  m ajor 
E lizab e th an s was tak in g  ro o t"  ^9 exp la in  the  p u b lic a tio n  o f  D odsley 's 
Old F lays in  1744-
In th e  e a r l i e r  p a r t  o f the  e igh teen th  cen tu ry  th e  grovdng 
enthusiasm  fo r  Shakespeare, both  in  the  th e a tre  and amongst s c h o la rs , 
had tended to  d im in ish  c r i t i c a l  in te r e s t  in  S hakespeare 's 
con tem poraries. But l a t e r  in  the  cen tury  scho lars began to  take  an 
i n t e r e s t  in  th e  o th e r  E lizabe than  d ram a tis ts . They had come to  
r e a l i s e  th a t  i t  was no t s a t i s f a c to r y  to  judge Shakespeare by neo­
c la s s ic a l  ru le s  and th e  dram atic  standards o f an age o th e r  than  h is  
o\m. They r e a l is e d  th a t  i t  was necessary  to  approach him from th e  
h i s t o r i c a l  p o in t o f view and to  see him w ith in  the  con tex t o f  the  
drama o f  h is  own age. The h i s to r ic a l  method o f approaching 
Shakespeare was more o r  le s s  inaugurated  w ith Lewis Theobald* s e d it io n  
o f  Shalcespeare in  1733. In  an a ttem pt to  understand th e  p lays and 
langugage o f Shakespeare b e t te r ,  sch o la rs  looked a t  th e  work of o th e r  
E lizab e th an  and Jacobean d ra m a tis ts , amongst \Æiom was C hristopher 
Ib rlow e. So, ib rlow e, to g e th e r  with o th e r  drama c is ts  o f the  l a t e  
s ix te e n th  and e a r ly  seven teen th  cen tu rdes, received  in c id e n ta l  n o tic e
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in  e d it io n s  o f  Shakespeare. That th e  i n t e r e s t  in  Marlowe as an
in d iv id u a l was s t i l l  m ainly a n tiq u a r ia n  i s  in d ic a te d  by th e
enthusiasm  o f  Reed, St e evens and Malone f o r  o b ta in in g  ra re  e d it io n s
o f h is  works, and by th e  e f f o r t  made, by Malone in  p a r t i c u l a r ,  to
6 l
o b ta in  a c c u ra te  in fo rm ation  about h is  l i f e .  But a t  th e  same tim e, 
as R obert D. W illiam s p o in ts  o u t in  h is  a r t i c l e  on "A n tiquarian  
I n t e r e s t  In  E liza b e th a n  Drama B efore Lamb" (1938), th e  i n t r i n s i c  
m e rits  o f  th e  pla.;^ o f  S h ak esp ea re 's  contem poraries came to  be
62reco g n ised , and th e  way was paved f o r  th e  enthusiasm  o f  th e
c r i t i c s  o f  th e  n in e te e n th  cen tu ry . Isa ac  Reed, f o r  example, in  th e
p re fa c e  to  h is  e d it io n  o f  D o d sley 's  Old P lays (1780) shows awareness
o f th e  "innum erable b e a u tie s"  to  be found in  th e  "Works o f  our a n c ie n t
d ram atic  w r i te r s .  "
There does n o t, however, seem te l have been as much
enthusiasm  f o r  th e  i n t r i n s i c  m e rits  o f  M arlowe's p lay s  as one m ight
have expected from th e  enthusiasm  f o r  r a r e  e d it io n s  o f h is  works.
W illiam s p o in ts  o u t th a t  in  M alone's " H is to r ic a l  Account o f th e
E ng lish  S tag e" , inc luded  in  h is  e d it io n  o f Shakespeare o f  1790,
"^^larlowe, an o b je c t  o f  i n t e r e s t  and adm ira tion  s in c e  
1778, i s  f re q u e n tly  m entioned, and u su a lly  in  co n ju n c tio n  
w ith  th e  a d je c t iv e s  'p o p u la r* , ' a d m ired ', o r  'c e l e b r a t e d '. "  64
But th e  sc h o la rs  do n o t seem to  show much awareness o f  why Marlowe
should  have been "p o p u la r" , "adm ired" o r  " c e le b ra te d " . Malone seems
to  have p erce iv ed  th e  connection  between th e  advent o f  Greene, Lodge,
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P e e le , Nash, Lyly, Kyd and % rlow e and th e  development o f  th e  drama:
"From w hatever cause i t  may have a r is e n , th e  dram atick  
poetr^T about t h i s  pe rio d  c e r ta in ly  assumed a b e t t e r ,  
though s t i l l  an ex cep tio n ab le , fo rm ." 65
But he appears to  have been d ec id ed ly  hazy as to  what was t h e i r
c o n tr ib u tio n  to  th e  r i s e  o f th e  E lizabe than  drama. Shalcespeare s t i l l
"found n o t, b u t c rea ted  f i r s t  th e  s tag e . " Few c r i t i c s  in  th e
e ig h te e n th  cen tu ry  seem to  have been aware o f  îb r lo w e 's  c o n tr ib u tio n
to  th e  language- o f p o e tic  drama: th e  m agn ificen t development o f
b lank v e rse  in  h is  hands. Edward Gapell in  th e  th ir d  volume o f  h is
Notes end Various Readings to  Shakespeare ( 1779 -  80 ), Tlie School o f
Shakespeare, which i s  composed o f  passages from th e  works o f
Shalvespeare' s contem poraries, to g e th e r  w ith  th e  a u th o r 's  comments
on them, has a h igh  op in ion  o f th e  death  scene in  Edward I I . b u t he
f e e ls  t h a t  i t
" is  in  so good a manner, & so very  u n lik e  a l l  th e  r e s t  
o f  th e  p lay , th a t  most rea d e rs  o f i t  w il l  be tempted 
to  th in k  i t  i s  n o t o f th e  hand, and v d ll  perhaps fancy 
they  see SHAKESPEARE in  i t . " 66
C a p e ll 's  good op in ion  does n o t extend to  th e  r e s t  o f th e  p lay . His 
apparen t d e s i r e  to  d e t r a c t  from Ibrlow e to  add to  th e  g lo ry  o f 
Shakespeare i s  in  accordance w ith  th e  e ig h teen th  cen tu ry  id o la t ry  
o f  th e  g re a te r  d ra m a tis t , which b lin d ed  c r i t i c s  to  th e  m erits  o f  h i s  
contem poraries and led  to  th e  d e n ig ra tio n  o f even th e  c h a ra c te r  o f 
Ben Jonson. 67
The e ig h tee n th  cen tu ry  sc h o la rs  were in te r e s te d  in  
S hakespeare 's  dramas as p lays f o r  th e  th e a tre .  There was an i n te r e s t  
in  th e  l a t e  e ig h tee n th  cen tu ry  " in  th e  genera l p o s i t io n  o f S hakespeare 's
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p lay s  in  th e  h is to r y  and a c tin g  t r a d i t io n s  o f  B r i t i s h  d ra m a " ,^  as 
can be seen , f o r  example, in  M alone's " H is to r ic a l  Account o f th e  
E ng lish  S tage". Perhaps one o f  th e  most in te r e s t in g  remarks made 
by Dodsley in  th e  p re fa c e  to  h is  S e le c t  C o lle c tio n  o f Old P lays i s  
t h a t  s e v e ra l of th e  p lays a re  "not unworthy th e  p re s e n t, nor indeed 
any S ta g e ." I t  i s  understandab le  th a t  Dodsley, as a man o f  th e  
th e a t r e ,  should have shovai i n t e r e s t  in  th e  p o ss ib le  t h e a t r i c a l  
re p re s e n ta t io n  o f th e  lesser-know n E lizab e th an  drama, d e s p ite  th e  
f a c t  t h a t  much o f i t  had n o t been ac ted  s in c e  b efo re  th e  Commonwealth, 
But many o f th e  e ig h te e n th  cen tu ry  sc h o la rs , too , u n lik e  most o f  the  
n in e te e n th  cen tu ry  c r i t i c s ,  were n o t opposed to  th e  s ta g in g  o f  th e  
p lay s  o f  Shakespeare and h is  contem poraries. George Colman, in  
" C r i t i c a l  R e fle c tio n s  on th e  Old E ng lish  Dram atick W rite rs" , p re faced  
as an advertisem en t to  Thomas C o x e te r 's  e d it io n  o f  M assinger in  1761, 
f e l t  t h a t  " th e  T heatre i s  n o t th a t  b a rren  Ground, wherein th e  P la n ts  
o f  Im ag ination  w il l  n o t f lo u r is h " ,  and po in ted  o u t th a t  p lays such as 
The Tempest, A Midsummer N ig h t 's  Dream and F le tc h e r 's  F a i th fu l  
Shepherdess had been s u c c e s s fu lly  rep re sen ted  on th e  s ta g e . Even 
th e  au tho rs o f  th e  o f te n  r a th e r  b leak  ca ta lo g u e-ty p e  accounts o f 
E ng lish  d ra m a tis ts  d iscu ssed  above show a s tro n g  awareness t h a t  p lay s 
a re  meant to  be ac ted  on th e  s tag e . For example, Langbaine and Baker 
no te  p o s t-R e s to ra tio n  re v iv a ls  o f  pre-Commonwealth p la y s , m ainly, o f  
cou rse , those  o f Shakespeare, Jonson and Beaumont and F le tc h e r .
There i s ,  no t s u rp r is in g ly , no re fe re n c e  to  a p o s t-R e s to ra tio n
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pertem ance o f  a M arlovian p lay , u n le ss  P h i l l ip s  i s  r e f e r r in g  to  one 
in  h is  remark upon Dr. F austu s. Some w r i te r s  r e f e r  to  th e  p re -  
Gommonwealth s ta g in g  o f  one o r two o f  % rlo w e ' s p la y s , s t a t in g  when 
o r  by whom th ey  were a c te d , b u t th ese  f a c ts  a re  r e a l ly  on ly  p a r t  o f 
a b r i e f  b ib lio g ra p h ic a l  account o f th e  p lay s taken  from th e  t i t l e - p a g e  
o f  one o f  th e  e d it io n s .
One o f  th e  most im portan t f a c to r s  in  th e  r i s in g  p o p u la r i ty  
o f  Shakespeare in  the  e ig h te e n th  cen tu ry  was th e  th e a t r e ,  and 
p a r t i c u l a r ly  David G arrick , who was much admired in  Shakespearean 
ro le s .  Wasserman co n sid ers  t h a t  G a rr ic k 's  innovation  o f p re se n tin g  
S h ak esp ea re 's  p lay s on th e  s ta g e  in  approxim ately  t h e i r  u n a lte re d  
form s, a lthough  w ith  e x c is io n s , was la r g e ly  a r e f le c t io n  o f th e  grov/ing 
p o p u la r i ty  amongst sc h o la rs  o f  th e  E lizab e th an , as opposed to  th e  
n e o -c la s s ic a l  S halæ speare .7^ The sc h o la rs  were p repared  to  work 
to g e th e r  w ith G arrick . For example, G apell helped G arrick  vdth the  
p re p a ra tio n s  fo r  th e  re v iv a l  o f an approxim ation to  th e  o r ig in a l  
v e rs io n  of Antony and O leonatra  in  1759. I t  was n o t on ly  Shakespeare 
who b e n e fite d  from t h e a t r i c a l  endeavours. Wasserman p o in ts  o u t th a t
" th e  continued  a t te n t io n  on th e  p a r t  o f th e  th e a tr e s  to  
th e  e a r l i e r  drama was made more pronounced by sc h o la r­
sh ip  and, in  tu rn , nourished  and became a s so c ia te d  v/ith 
th e  s c h o la r ly  i n te r e s t s .  " 71
Such an a s s o c ia t io n  between th e  th e a t r i c a l  world and the  world o f
s c h o la rsh ip  lap sed  d u ring  th e  n in e te e n th  cen tu ry , to  th e  impoverishment
o f b o th , and i t  i s  only in  th e  tw e n tie th  cen tu ry  th a t  i t  has been
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rev iv e d . C harles K, Gray, in  h is  p re fa c e  to  T h e a tr ic a l  C r itic is m  in  
London to  1795 (1931), shows th e  v a lu e  o f  a r e la t io n s h ip  between 
d ram a tic  c r i t i c i s m  and th e  th e a tr e .  He p o in ts  o u t t h a t  th e  
developm ent o f  new emphases in  th e  c r i t ic i s m  o f  th e  drama, th e  
em phasis on c h a ra c te r ,  on "passion" and on " th e  Romantic c r i t e r i o n  o f 
im a ^ n a t io n " ,  was in f lu e n c e d  to  a  g re a t  e x te n t  by " th e  c u rre n t 
r e p e r to ry  o f  th e  th e a t r e s " ,  f o r  th e  c o n s ta n t r e p e t i t i o n  o f  p lay s  by 
Shakespeare  and o th e r  E liz a b e th a n s  " fo rce d  th e  c r i t i c s  in to  s e r io u s  
c o n s id e ra tio n  o f  them and in to  se a rc h  f o r  th e  p r in c ip le s  which would 
e x p la in  th e  p le a s u re  th e y  gave^" 72 Thus, even though e ig h te e n th  
cen tu ry  s c h o la rs  d id  n o t  lo o k  a t  M arlow e's p lay s  in  d ram atic  term s, 
because th ey  were n o t perform ed on th e  s ta g e , th e  perform ance o f  
p la y s  by o th e r  E liz a b e th a n s , e s p e c ia l ly  Shalcespeare, he lped  to  b rin g  
abou t th e  s e t t in g - u p  o f  th e  d ram atic  c r i t e r i a  o f  "passion"  and 
" im ag in a tio n "  which would s ta n d  him in  good s te a d  in  th e  n in e te e n th  
c en tu ry .
The e ig h te e n th  c en tu ry  s c h o la rs  would perhaps have been 
p rep a red  to  see  r e v iv a ls  o f  more E liza b e th a n  p lay s  th an  th e  th e a tr e  
gave them. George Colman urged G arrick  to  s ta g e  th e  p lay s  o f  
S hakespeare ' s co n tem p o ra rie s :
"Or may i t  be hoped t h a t  you w i l l  extend some o f  t h a t  
Care to  th e  r e s t  cf our Old A uthors, which you have so 
long  bestowed on Shakespeare, and which you have o f te n  
la v ish e d  on many a  worse W rite r , th an  th e  most i n f e r i o r  
o f  th o se  h e re  recommended to  You?" 73
9 1 .
Colman recommends s p e c i f i c a l l y  on ly  Jonson , Beaumont and F le tc h e r  
and ^ b s s in g e r , b u t o th e rs  o f  S h ak esp ea re 's  con tem poraries a re  
perhaps im p lied . U n fo rtu n a te ly , G arrick  d id  n o t fo llo w  Colman's 
ad v ice . W illiam s p o in ts  o u t t h a t  " i t  i s  f a i r l y  e v id e n t th a t  Colman 
had l i t t l e  r e a l  hope o f  i n s t i t u t i n g  a w idespread r e v iv a l  o f th e  o ld  
drama on th e  s ta g e , f o r  in  th e  end, a n t ic ip a t in g  th e  adverse  
judgment o f  th e  s ta g e , he ap p ea ls  to  th e  s u p e r io r  d is c r im in a t io n  of 
th e  re a d e r  in  h is  c lo s e t ."  74 I f  more o f  th e  p lay s  o f S h a k e sp ea re 's  
co n tem p o raries , in c lu d in g  Ib rlo w e , had been perform ed d u rin g  th e  
e ig h te e n th  cen tu ry  and a t r a d i t i o n  o f  s ta g in g  th e  p la y s , in s te a d  o f  
o n ly  re a d in g  them, had th u s  been handed on to  th e  n in e te e n th  cen tu ry , 
i t  would have been e a s ie r ,  and, indeed , n e c e ssa ry , f o r  l a t e r  c r i t i c s  
to  have seen  th e  p lay s  n o t o n ly  as d ram atic  poems, b u t a lso  in  term s 
o f ih e  th e a t r e .  The c r i t i c s  o f  th e  n in e te e n th  c en tu ry  were o b lig e d , 
to  some e x te n t ,  to  see  Shalcespeare ' s p la y s  in  t h e a t r i c a l  te rm s, even i f  
th ey  d id  n o t always want to ,  because h is  p lay s  were an im p o rtan t p a r t  
o f  t h e a t r i c a l  r e p e r to r ie s .  M arlow e's p lay s  were n o t , and cou ld , 
th e r e fo re ,  be seen  as d ram a tic  poems.
The f i r s t  p ie c e  o f r e a l  c r i t i c i s m  o f M arlowe's p lay s  f o r  
t h e i r  own sake occu rs in  Thomas War t o n 's  H is to ry  o f  E n g lish  P o e try  ( l7 8 l ) .  
I  c a l l  W arton 's d is c u s s io n  o f  M arlowe's pla^^s th e  " f i r s t  p ie c e  o f r e a l  
c r i t ic is m "  o f them, because i t  co n ta in s  h is  reasoned  and i l l u s t r a t e d  
o p in io n s . W arton 's c r i t ic i s m  i s  n o t t h e a t r i c a l l y  o r ie n ta te d ,  because
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even i f  he saw M arlow e's p lay s  as l iv in g  l i t e r a t u r e ,  he could n o t 
see  them as l iv in g  drama because o f  t h e i r  absence from th e  s ta g e .
H is tre a tm e n t o f  M arlow e's drama i s ,  in  f a c t ,  in c id e n ta l  to  h is  
tre a tm e n t o f  Marlowe as a t r a n s l a to r ,  b u t i t  i s ,  n e v e r th e le s s ,  th e  
most adequate  c r i t i c a l  tre a tm e n t which th e  p lay s  re c e iv e d  d u rin g  
th e  whole o f th e  p e rio d  from I 66O to  1800, We can r e a l l y  f e e l  t h a t  
Warton has read  th o se  o f  M arlow e's p la y s  which he d isc u sse d , which 
we canno t always f e e l  su re  t h a t  h is  p red e ce sso rs  had done. As a 
g e n e ra l comment on Miarlowe's t r a g e d ie s ,  Warton rem arks t h a t  th ey
"m an ife s t t r a c e s  o f  a j u s t  d ram atic  concep tion , b u t 
th ey  abound w ith  te d io u s  and u n in te r e s t in g  scen es, 
o r  \d .th  such ex trav ag an ces as proceeded from a want 
o f  judgm ent, and th o se  barbarous id e a s  o f th e  tim e s , 
over which i t  was th e  p e c u l ia r  g i f t  o f  S h ak esp ea re 's  
gen ius a lo n e  to  trium ph and to  predom inate. " 75
Warton has a  v e ry  poor o p in io n  o f  Dr. F a u s tu s , which he c o n sid e rs  to  be
"a  p ro o f  o f th e  c red u lo u s ignorance  which s t i l l  p re v a ile d , 
and a specim en o f th e  s u b je c ts  which th en  were t h o u ^ t  
n o t im proper f o r  tra g e d y . A t a l e  which a t  th e  c lo se  o f 
th e  s ix te e n th  cen tu ry  had th e  p o sse ss io n  o f  th e  p u b lic  
th e a t r e s  o f  our m e tro p o lis , now on ly  f r ig h te n s  c h ild re n  
a t  a  puppet-show  in  a country-tovm . " 76
He could see  in  Ib r lo w e 's  F au stu s  o n ly  " th e  c h a ra c te r  o f  a co n ju ro r"
and n o th in g  o f th e  sublim e a sp e c t o f  F a u s tu s ' trag e d y . Perhaps W arton 's
judgment o f Dr. Faus tu s  i s  what we m ight expect from a c r i t i c  l i v in g  in
th e  "Age o f  Reason". H is op in io n  may have been in f lu e n c e d , to o , by
th e  on ly  s ta g e  v e rs io n s  o f  th e  legend  w ith  which he was acq u a in ted :
puppet-show s, and perhaps pantomimes. Of Edward I I  Warton has a
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h ig h e r  o p in io n :
"That îb rlo w e  was adm irab ly  q u a l i f ie d  f o r  .........
PURE POETRY, w i l l  appear from th e  fo llo w in g  passage
o f  h is  fo rg o t te n  trag e d y  o f  Edward The Secofad." 77
   ' : ■
He th en  q u o te s  Oaves to n 's  speech , beg inn ing  " I  must have wanton 
P o e ts , p le a s a n t  w its"  ( l . 5 l ) .  With t h i s  e x p re ss io n  o f  ap p ro b a tio n  
f o r  M arlow e's "pure  p o e try " , w ith  th e  e x tr a c t io n  o f  a passage  from 
i t s  d ram atic  c o n te x t as i l l u s t r a t i v e  o f  h is  p o e tic  powers, we a re  
on th e  th re s h o ld  o f  th e  typ e  o f  c r i t ic is m  accorded to  M arlowe's 
p lay s  by th e  Romantic c r i t i c s  o f  th e  e a r ly  n in e te e n th  cen tu ry .
Warton was in s tru m e n ta l in  d isse m in a tin g  knowledge and 
u n d e rs tan d in g  o f  E liza b e th a n  l i t e r a t u r e .  Wasserman shows w herein 
l i e s  h is  im portance in  th e  E liz a b e th a n  "R ev iva l" : Warton employed
th e  h i s t o r i c a l  p o in t  o f  view  "co n sc io u s ly  and c o n s is te n t ly " ;  he 
looked a t  th e  m inor E liz a b e th a n s  f o r  t h e i r  own sake; he " rev ea led  
a  f u l l  and c le a r  Imowledge o f  th e  h i s t o r i c a l  developm ent o f 
l i t e r a t u r e  and consequen tly  could  be more ex ac t in  h is  generaliza tion^* ; 
W arton 's "p e rso n a l r e p u ta t io n , fu rth e rm o re , d id  much to  p o p u la r iz e
78s c h o la r s h ip ."
Tucker Brooke, in  "Th^ R ep u ta tio n  o f  C h ristophe^  ,M arloyeJ* v  
shows t h a t  tow ards th e  end o f  th e  e ig h te e n th  c en tu ry  " o th e rs , b e s id e s  
a c to rs  and p ro fe s s io n a l  c r i t i c s " , w e r e  ta k in g  an i n t e r e s t  in  
Manlowe. S i r  W alter S c o tt  recogn ized  th e  sublim e a sp e c t o f  Dr. F a u s tu s . 
In  h is  Notebook f o r  Iby  2 6 th , 1797, he c a l l s  th e  p la y  "a  very  
rem arkable th in g . Grand s u b je c t  -  end grand. " The I r i s h  p o e t, Thomas 
Dermody, ro m an tic ized  th e  c h a ra c te r  and d ea th  o f  Marlowe in  
The Pn-pfluit o f  P atronage.
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We can see  t h a t  in  th e  e ig h te e n th  c en tu ry  were l a i d  th e  
fo u n d a tio n s  on which th e  s t r u c tu r e  o f  n in e te e n th  cen tu ry  Marlowe 
c r i t ic i s m  was r a is e d . Through s c h o la r ly  re s e a rc h  and a n tiq u a r ia n  
i n t e r e s t  Marlowe and h is  work came to  be b e t t e r  known. Moore in  
John W ebster and His C r i t i c s  s t a t e s  th a t
"Thus w h ile  John W eb ste r 's  name i s  n o t found o f te n  in  
th e  w r i t in g s  o f  th e  e ig h te e n th  cen tu ry , we can see 
th e  in ro a d s  made by tie  new h i s t o r i c a l  approach which 
would have i t s  cu lm in a tio n  in  th e  w r it in g s  o f  Lamb 
and H a z l i t t  in  th e  e a r ly  n in e te e n th  c en tu ry . " 80
The same i s  t r u e  o f  Marlowe and o th e rs  o f  S h ak esp ea re 's  con tem poraries.
The somewhat in c id e n ta l  i n t e r e s t  in  Marlowe o f th e  e ig h te e n th
cen tu ry  s c h o la rs  was re p la c e d  by th e  e n th u s ia s t ic  i n t e r e s t  o f  th e
n in e te e n th  cen tu ry . U n fo rtu n a te ly , th e  i n t e r e s t  tak e n  in  Marlowe
by men o f  th e  th e a t r e  in  th e  e ig h te e n th  c en tu ry  was a lso  a n tiq u a r ia n
and n o t p ra c t ic a l*  G arrick  and J . P. Kemble c o lle c te d  r a r e  Marlowe
q u a r to s , b u t th ey  d id  n o t s ta g e  h is  p la y s , so t h a t  no t h e a t r i c a l
t r a d i t i o n  was handed on to  th e  n in e te e n th  cen tu ry . Furtherm ore,
tow ards th e  end o f  th e  e ig h te e n th  c en tu ry  " th e re  developed a  d i s t i n c t
c leavage between th e  a c t in g  and th e  'p o e t i c ' p la y " ,^ ^  th e  p lay  fo r
th e  th e a t r e  and th e  p la y  f o r  th e  c lo s e t .  This c leavage became more
pronounced in  th e  n in e te e n th  cen tu ry  and in flu e n c e d  c r i t i c i a l
a t t i t u d e s  to  E liz a b e th a n  drama. The c r i t i c a l  c lim a te  a t  th e  beg inn ing
o f  th e  n in e te e n th  c en tu ry  was r ip e  f o r  th e  r e v iv a l  o f  Marlowe as a
p o e t, b u t n o t as a d ra m a tis t .
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CHAPTER I I I
The N ineteenth  Century; 1800 ~ 1890
During the  course o f the  n in e tee n th  cen tury  Marlowe's 
re p u ta tio n  was re s to re d , bu t he was ap p rec ia ted  f i r s t  and forem ost 
as a poet who wrote in  d ram atic  form, no t as a d ram a tis t fo r  the  
th e a tr e .  This i s  due, in  broad term s, to  l%rlowe' s long absence 
from th e  s ta g e , to  the  n o n - th e a tr ic a l  o r 'ie n ta tio n  o f th e  c r i t i c s  
and, e s p e c ia l ly  towards th e  end o f  the  cen tu ry , to  the  p e c u lia r  
c h a r a c te r is t ic s  o f most o f  h is  p lay s . There was a la rg e  ou tpu t o f 
I'ferlowe c r i t ic is m  during  the  n in e tee n th  cen tu ry , bu t i t  does no t 
have th e  g rea t d iv e r s i ty  o f tw e n tie th  cen tu ry  c r i t ic ism . The a t t i tu d e s  
expressed by Lamb, H a z l i t t  and th e i r  contem poraries a re  apparent 
throughout th e  century . They may be m odified o r expanded, bu t they 
provided a b a s is  o f assum ption on which l a t e r  c r i t i c s  worked.
R adical d ep artu res  in  c r i t i c a l  thought about Marlowe's p lays were few. 
The degree o f  c r i t i c a l  a p p re c ia tio n  expressed fo r  h is  p lays tended to  
depend upon what asp ec ts  o f them th e  c r i t i c s  emphasised o r upon 
eulogy.
The f i r s t  t h i r t y  years o f  th e  n in e teen th  cen tury  saw Marlowe 
e s ta b lish e d  as a poet. Although h is  p lays received  adverse c r i t ic is m  
as w ell as p ra is e  from Lamb, H a z li t t  and th e i r  contem poraries, the  
o v e ra ll  e f f e c t  o f the  c r i t ic is m  o f th is  period  i s  favourable to  Marlowe.
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C o le r id g e  h a r d ly  m en tion s % rlo w e , a lth o u g h  he loiew Dr. F a u s tu s .
C h arles Lamb, how ever, was an e n t h u s ia s t i c  adm irer o f  th e  E liz a b e th a n  
and Jacob ean  d r a m a tis ts  and he was i n f l u e n t i a l  in  d is s e m in a t in g  
know ledge o f  and p o p u la r iz in g  t h e i r  work. H is Specim ens o f  E n g lish  
D ram atic P o e ts  tlS O S ), to g e th e r  w ith  W arton's H is to r y  o f  E n g lis h  P o etry  
( 1 7 8 l ) ,  marks th e  b e g in n in g  o f  a sy m p a th etic  c r i t i c a l  a p p r e c ia t io n  o f  
M arlowe' s p la y s  a s  p o s s e s s in g  i n t r i n s i c  l i t e r a r y  v a lu e . Lamb's 
c r i t i c a l  a n n o ta tio n s  to  th e  e x t r a c t s  w hich he s e le c t e d  from th e  
E liz a b e th a n  and Jacobean  drama were r e p u b lis h e d , in  an a b rid ged  form , 
in  h i s  Works in  1818 a s  " C h aracters o f  D ram atic W riters Contemporary 
w ith  S h a k sp e a r e ." I t  was a f t e r  t h i s  l a t e r  p u b l ic a t io n  th a t  h i s  
c r i t i c i s m  became i n f l u e n t i a l .  Lamb's m ost fa v o u r a b le  comment on 
Marlowe i s  h i s  w e ll-k n o im  p r a is e  o f  Edward ILL
"The r e lu c t a n t  pangs o f  a b d ic a t in g  R o y a lty  in  Edward 
fu r n is h e d  h in t s ,  w hich Shakspeare s c a r c e  im proved in  
h i s  R ichard th e  Second; and th e  d e a th -s c e n e  o f  M arlow e's  
k in g  moves p i t y  and t e r r o r  beyond any sc e n e  a n c ie n t  o r  
modern w ith  w hich I  am a cq u a in ted . " 1
Edward I I  was o f t e n  regarded  a s  M arlow e's b e s t  p la y ,  a t  l e a s t  from
th e  p o in t  o f  v ie w  o f  c o n s tr u c t io n ,  in  th e  n in e te e n th  c e n tu r y , b e c a u se ,
as H a z l i t t  p o in t s  o u t , i t  was m ost in  accordan ce w ith  "the modern
stan d ard  o f  c o m p o sit io n . "  ^ H a z l i t t ,  how ever, w r it in g  on Edward I I
in  h is  L e c tu r e s  on th e  D ram atic L ite r a tu r e  o f  th e  Age o f  E l iz a b e t h ,
p u b lish e d  in  18 2 0 , e x p r e s se s  a lo w er  o p in io n  o f  th e  p la y  than  h is
con tem p oraries do . For him th e  "management o f  th e  p l o t  i s  f e e b le  and
d e s u lto r y ." ^  A w r ite r  in  th e  R e tr o s p e c t iv e  R ev iew in  1821 , on th e
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o th e r  hand, p ra is e s  th e  p lay , because Marlowe
"condenses in to  a comprehensible space, circum stance 
and consequence; in  concen tra ting  t h e i r  i n te r e s t ,  
he stren g th en s t h e i r  in flu en ce , and adds to  t h e i r  
moral u t i l i t y .  " 4
H a z l i t t  has a h igh  opinion o f Dr. F austus. He considers th e  p lay  to
be 2'darlowe’s " g re a te s t  work", though "an im perfect and unequal
perform ance. " Faustus h im self i s  "a rude sketch , bjit i t  i s  a
g ig a n tic  o n e ."  ^ Henry M aitland, w ritin g  in  Blackwood's Edinburgh
Magazine in  1817, f e e ls  t h a t  in  Dr. Faustus Miarlowe d isp lay s  g rea t
knowledge o f "human n a tu re  and the  workings o f the  passions" in  h is
p o r tra y a l  o f F austu s '
"agonies o f remorse and d e sp a ir , in te rru p te d  by sudden 
s t a r t s  o f e x u lta tio n  and p r id e , as the  v is io n s  o f 
e te rn a l  b a le , o r o f e a r th ly  p lea su re  -  pomp and 
grandeur, a l te r n a te ly  take  hold o f h is  im agination. " 6
But both H a z l i t t  and M aitland a re  d i s s a t i s f ie d  viith th e  middle scenes
o f rhe p lay .
Tamburlaine and The Jew of M alta received  more adverse 
c r i t ic is m  than Dr. Faustus and Edward I I  during  th is  period:: Lamb 
comments th a t
"The lunes of Tamburlaine a re  p e rfe c t  ' midsummer madness'" 7 
and James Broughton, in  The Gentleman's Magazine in  1830, th a t
"The bombast o f  the  hero; o f 'Tam burlaine' can sc a rc e ly  
f a i l  to  amuse." ^
J . P. C o llie r , however, in  The Edinburgh Magazine in  1820 and again in
The H isto ry  of Enggish Dramatic P oetry  ( l9 3 l ) ,  defends Tamburlaine
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a g a in s t th e  charge o f  bombast. Looking a t  the  p lay  and i t s  p lace  
on th e  E lizabe than  stag e  from th e  h is i.o i'ic a l p o in t o f view, he 
argues th a t  Marlov/e had to  make use o f exaggerated language in  o rder 
to  wean h is  audience from "iygging vaines o f rim ing mother w its"  and 
"such co n ce its  as clcwnage keepes in  pay", and because h is  audience 
would expect to  hear "high astounding te a m s"  from o r ie n ta l  c h a rac te rs . ^ 
Most c r i t i c s  o f th e  e a r ly  n in e tee n th  century  would be in  agreement 
w ith  H a z l i t t ’ s d e sc r ip tio n  o f The Jew o f M alta as
"a t is s u e  o f g ra tu ito u s , unprovoked, and in c re d ib le  
a t r o c i t i e s ,  which a re  committed, one upon th e  back o f 
th e  o th e r , by the  p a r t ie s  concerned, w ithout m otive, 
p assio n , o r o b je c t."  10
h a it la n d , however, responds to  ihe p lay  w ith some sjrmpathy; over h is
mind The Jew o f Malta
"e x e rts  a very  powerful dominion, by the  extreme r a p id i ty  
o f  th e  a c tio n , th e  unm itigated  f e r o c i ty  o f the  ch ie f 
C haracter, and the  congenial wickedness o f a l l  rhe 
subord ina te  agen ts. The c h a rac te r o f B a ra b a s ,if  once 
adm itted  to  be im aginable in  n a tu re , i s  c o n s is te n tly  
and pow erfu lly  drawn. He i s  an in ca rn a tio n  o f a f ie n d ish  
and d ia b o lic a l  s p i r i t ;  y e t i s  th e re , now and then , an a i r  
o f w ild humanity thrown around him, w ith which in  
im agination we can sym path ise ." 11
kîarlowe’s p o e tic  a b i l i ty ,  w ith the  exception o f some 
bom bastic passages in  Tam burlaine. was never questioned . From the  
p u b lic a tio n  o f Lamb's Specimens onwards scenes and passages, u su a lly  
the  same ones, were e x tra c te d  from % rlow e ' s p lays end quoted w ith 
p ra is e  fo r  r h e i r  p o e tic  power. C o llie r , in  The H isto ry  o f E nglish  
Dramatic P o e try, i s  s tro n g ly  aware of Marlowe's co n tr ib u tio n  to  the
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development o f b lank v e rse  in  the  E lizabe than  drama and d iscu sse s
h is  language in  some d e ta i l .  He attem pts "to  t ra c e  the  gradual
improvement o f h is  s ty le  and v e r s i f ic a t io n "  from Dr. Faustus through
The Jew o f  Malta to  Edward I I  and to  show
" th a t  he o f te n  in troduced  in to  h is  'm ighty l i n e '
(as  Ben Jonson c a l ls  i t ) ,  no t le s s  v igour and 
m ajesty  than Shale es pe a re , w ith such v a r ie t ie s  o f 
pause, in f le c t io n ,  and m odulation, as l e f t  our 
. g re a te s t  d ra m a tis t l i t t l e  more to  do than to 
fo llow  h is  exam ple." 12
The c r i t i c s  o f th e  e a r ly  n in e tee n th  cen tury  d id  no t d iscu ss
M arlowe's p lays in  a vacuum. They were in te re s te d  in  o th ers  o f
S hakespeare 's contem poraries in  the  same way th a t  they  were in te re s te d
in Marlowe, and they  d iscu ssed  Marlowe, Chapman, Webster, Beaumont
and F le tc h e r  and th e i r  fe llo w  d ram a tis ts  w ith one basic  assumption
in  mind: they  d iscussed  them p rim a rily  as poe ts . The plays o f th e
E lizabethan  and Jacobean d ra m a tis ts  had value as poe try  fo r  the
c r i t i c s  o f th e  e a r ly  n in e te e n th  cen tury , but were no t considered
s u ita b le  fo r  the  contemporary stage  because of t h e i r  dram atic " fa u lts "
o r "weaknesses". In the  f i r s t  p lace , many E lizabethan  and Jacobean
drama.s were found to  be badly  constructed . According to  an a r t i c l e
in  The R e tro sp ec tiv e  Review in  1821, ^^rlow e' s p lay s , as wholes,
"a re  very  sim ple and i n a r t i f i c i a l  in  t h e i r  c o n stru c tio n  -  
t h e i r  exce llence  c o n s is ts  r a th e r  in  detached scenes 
than  in  general e f f e c t .  There i s  a want of coherence in  
them -  they  a re  r a rh e r  a c o lle c tio n  o f sep ara te  p a r ts  
which have l i t t l e  dependency on each o th e r, than a s e r ie s  
o f ac tio n s  which bear a near r e la t io n  to  and a s s i s t  in  
th e  development o f th e  main event. " 13
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S im ila r  c r i t ic is m  were made o f th e  c o n s tru c tio n  of Chapman's and 
W ebster’s p lay s . Secondly, when the  buffoonery o f Dr. Faustus, 
th e  "bombast" o f TaZxiburla in e , the  " a t r o c i t ie s "  o f The Jew of  M alta, 
and th e  W ebsterian "horro rs" were c r i t ic iz e d  even in  th e  read ing , 
th e  c r i t i c s  could h a rd ly  th in k  such p lays p a la ta b le  to  a modern 
audience, as th e  s tage  would give so much more emphasis to  th ese  
a sp ec ts  o f them.
However, i t  was no t only , o r even most im portan tly , a la c k  
o f understand ing  and a p p re c ia tio n  fo r  the  "themes and conventions" 
o f  th e  E lizabe than  and Jacobean drama which caused th e  c r i t i c s  o f 
th e  e a r ly  n in e te e n th  cen tu ry  to  read  the  plays as dram atic poems. 
C ritic ism  of th e  drama was p o e t ic a l ly  o r ie n ta te d  because of th e  c r i t i c s '  
assum ptions from th e i r  experience o f the  drama and th e a t r ic a l  
cond itions of t h e i r  own day. In  th e  e a r ly  n in e tee n th  cen tury  the  
s ta tu s  o f the  th e a tre  was n o t very  high among l i t e r a r y  men. In the  
drama o f th e  period  th e re  was a d iv is io n  between the  p o e tic  drama 
fo r  th e  c lo s e t  and the  "ac tin g "  p lay  fo r  the  s tag e . Many of the  p lays 
to  be seen on th e  s ta g e , o ften  fa rc e s  or melodramas, were w ithout 
l i t e r a r y  value and had th e i r  ohly l i f e  in  th e  th e a tre .  The p o e tic  
drama was o ften  u n su itab le  fo r  th e  stage . Even when the e s ta b lish e d  
poets in tended t h e i r  dramas fo r  the  s tag e , th e i r  ignorance o f, and 
la c k  o f concern fo r ,  t h e a t r i c a l  requirem ents rendered the  p roduction  
o f t h e i r  dramas unsuccessfu l. I t  was n a tu ra l fo r  the  c r i t i c s ,  
accustomed to  read ing  contemporary p o e tic  drama, to  look upon th e  p o e tic  
p lays o f th e  E lizabethans and Jacobeans a lso  as c lo s e t  drama.
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The c r i t i c s  were, however, ob liged  to  see Shalcespeare, to  
some e x te n t, in  th e a t r i c a l  terras, because h is  p lays were an 
im portant p a r t  o f th e  th e a t r i c a l  re p e r to ry , a lthough they  p re fe rre d  
to  read  th e  p lays as dram atic  poems. But, as th e re  was no t r a d i t io n  
o f s ta g in g  most o f the  E lizabethan  and Jacobean p lays which they 
read , in c lu d in g  M arlowe's, th e re  was no t even a s l ig h t  th e a t r ic a l  
c o rre c tiv e  t o # e  p o e tic  o r ie n ta t io n  o f t h e i r  c r i t ic is m  o f Shakespeare 's 
contem poraries. In d eed ,-th e  c r i t i c s  had no wish to  see the  p lays of 
the  E lizabe than  and Jacobean d ram a tis ts  on the  s tag e . Lamb and 
H a z l i t t  d id  no t consider th e  th e a tr e ,  because o f i t s  p h y sica l n e c e s s i t ie s  
and inadequacies and because o f  the  human l im ita t io n s  of the  a c to rs , 
as a f i t  v e h ic le  fo r  th e  in te r p r e ta t io n  o f the  o ld  dram atic m aster­
p ieces . The c la s s ic  s ta tem en t o f th i s  a t t i tu d e  i s  Lamb's: " the  Lear
o f  Shakespeare cannot be a c te d ." He goes on to  exp la in  why no t:
"The contem ptible m achinery by which they  mimic the 
storm which he goes ou t in ,  is  not more inadequate 
to  re p re se n t the  h o rro rs  o f  the  re a l  elem ents, than 
any a c to r  can be to  re p re se n t L ear." 15
H a z l i t t  remarks th a t
"some of h is  more obscure contem poraries have the  
advantage over Shakespear h im self, inasmuch as we 
have never seen t h e i r  works rep resen ted  on th e  stage; 
and th e re  i s  no s ta g e - t r ic k  to  remind us o f i t .
The c h a rac te rs  o f  t h e i r  heroes have n o t been cut
down to  f i t  in to th e  prom pt-book  " 16
These a t t i tu d e s  a re  p a r t ly  due to  Romantic idea lism , to  which H a z l i t t
gives form al expression  in  h is  C haracters o f S hakespeare 's P lays ( l8 1 7 ) :
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"P oetry  and th e  stag e  do n o t agree w ell to g e th e r  . . . .
The id e a l  can have no p lace  upon the  s ta g e , which is  
a p ic tu re  idLthout p e rsp ec tiv e ; every th ing  th e re  i s  
in  the  fore-ground . That which was m erely an a iry  
shape, a dream a passing  thought, im m ediately becomes 
an unmanageable r e a l i t y .  Wliere a l l  i s  l e f t  to  the  
im agination  (as  i s  the case in  reading) every circum stance, 
n e a r o r rem ote, has an equal chance o f being k ep tin  
mind, and t e l l s  according  to  th e  minced im pression of 
a l l  t h a t  has been suggested. But the  im agination  cannot 
s u f f ic ie n t ly  q u a lify  th e  a c tu a l im pressions o f the  sen se s ."  17
But Lamb and H a z l i t t  speak o f th e  re p re se n ta tio n  o f S hakespeare 's
p lays from personal experience, and th e re  i s  some v a l id i ty  in  t h e i r
d i s s a t i s f a c t io n  w ith t h e a t r i c a l  inadequacies in  view o f the  kind of
production  which Shakespeare 's  p lays received  in  the  e a r ly  n in e tee n th
cen tury . Leading a c to rs  tended to  use them as v e h ic le s  fo r  s t a r
p a r ts .  The p lays were " a l te re d  o r r a th e r  mangled by modern m echanists"
fo r  th e  convenience o f scenery . That scenery  was th ree-d im ensional
and e la b o ra te , p rov id ing  an imposing stage  p ic tu re  on what had
alm ost become a p ic tu re -fram e  s tag e , framed by the  proscenium arch .
Twentieth centui^^ productions o f E lizabethan  p lays have shown th a t
they  a re  most e f fe c tiv e  when performed on th e  stag e  fo r  which they
were w r it te n , the  p la tfo rm  s tag e . The e a r ly  n in e teen th  cen tury  stage ,
as H a z l i t t  rem arks, tended to  d im inish  the  scope o f Shaleespeare's
p lays and the  m agnificen t scenery  d e tra c te d  from, and might even
work a g a in s t, the  power o f th e  words.
But, even so, d e sp ite  these  f a c ts ,  th e  id e a ls  o f  Lamb and
H a z l i t t  were im possibly h igh , and the  performance o f an Edmund Kean 
su re ly  showed th a t  the  th e a tr e  had some v a l id i ty .  H a z l i t t ,  indeed.
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h im self fo r  some years a th e a tre  c r i t i c ,  was more reasonable  than  
Lamb in  th a t  he d is tin g u ish e d  between those  o f Shakespeare 's p lays 
which he considered s u i ta b le  fo r  stage  re p re se n ta tio n  and those  fo r  
which he thought th e  th e a tr e  inadequate. He was p repared , to o , to  
use h is  th e a t r i c a l  experience o f some o f S hakespeare 's p lays in  
h is  d isc u ss io n  o f them. But, in  genera l, H a z l i t t ,  l ik e  Lamb, 
p re fe rre d  no t to  see S hakespeare 's  p lays ac ted . H e ith er c r i t i c  seems 
to  have r e a l is e d  th a t  in  say ing  th a t  Shalcespeare' s p lays could not 
be ac ted , he was im plying an adverse c r i t ic is m  of h is  hero , implying 
th a t  S hakespeare 's p lays were incapable  o f ach iev ing  the  ends fo r  
which they  were in tended. The f a c t  remains th a t  the  c r i t i c s  o f the  
e a r ly  n in e teen th  cen tury  read  and d iscussed  Shakespeare 's p lays as 
dram atic  poems. This being  so , th e re  could be. l i t t l e  l ik e lih o o d  th a t  
they  would consider in  t h e a t r i c a l  term s th e  p lays o f Marlowe and 
S hakespeare 's  o th e r contem poraries, in  which they  found dram atic 
f a u l t s  which Shakespeare ro se  above and which were no t p a r t  o f the  
th e a t r i c a l  rep e rto ry .
k b st o f the  l i t e r a r y  c r i t i c s  d id  no t, in  f a c t ,  r e l a te  t h e i r  
o b jec tio n s  to  th e  c o n s tru c tio n  and the  n a tu re  o f th e  a c tio n  o f 
Marlowe's p lays to  the q u estio n  o f t h e i r  stagew orth iness. A w r ite r  
in  Blackwo o d 's Edinburgh Magazine in  1819, however, e x p l ic i t ly  comments 
th a t  the  p lays o f Marlowe and th e  trag ed ian s who succeeded him, 
although they  are  " tre a su re s  o f study", a re  "not models, end cannot 
w ell be a c te d ."  One might have thought th a t  Kean's p roduction  o f
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The Jew o f M alta in  1818 was "an in s tan ce  to  prove th e  con trary" as 
f a r  as Marlowe was concerned. But th e  p roduction  had no e f f e c t  on 
l i t e r a r y  and a e s th e tic  c r i t ic is m  o f the  p lay . A few c r i t i c s  re fe r re d  
to  i t ,  h u t H a z l i t t  d id  no t even mention i t ,  d e sp ite  th e  f a c t  th a t  
he r e fe r re d  to  Kean as Shylock and elsewhere compared The Jew o f  Malta 
w ith  The Merchant of Venice.
Edmund Kean's p roduction  o f The Jew of ^ lalta  opened a t  
Drury Lane on A p ril 24 th , 1818, and according to  Genest, in
20
Some Account o f th e  E nglish  Stage (1832), was acted  twelve tim es.
In accordance w ith the  th e a t r i c a l  t a s te  o f the  tim e, the  p roduction
seems to  have placed much emphasis on v isu a l splendour, judging from
th e  express re fe ren ce  in  th e  p la y b i l ls  to  "new scenery, d resses  and
d e c o ra t io n s ." I t  seems su rp r is in g  th a t  th e re  should have been an
is o la te d  Marlowe production  a t  th is  e a r ly  da te  and th a t  The Jew o f Malta
in  p a r t i c u la r  should have been chosen. In  1818 the  ]>Iarlowe re v iv a l
was no t y e t in  f u l l  swing and l i t e r a r y  c r i t i c s  d id  no t regard
The Jew o f I'ialta as M arlowe's b e s t p lay . A pparently, i t  was th e  man
'  21o f th e  th e a tr e ,  Edmund Kean, who re a l is e d  th e  th e a t r ic a l  p o te n t i a l i t i e s
o f th e  p lay  and th e  o p p o r tu n itie s  which th e  lead in g  ro le  would give to
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h is  " ta le n ts ,  and. th e  p e c u l ia r i ty  o f  h is  ac tin g "  (S .) .  One 
remembers K ean's success as Shylock in  1814. Continuing in  th e  t r a g ic  
t r a d i t io n  o f a c tin g  Shakespeare 's  Jew, i n i t i a t e d  by Macklin in  1741, 
he had po rtrayed  Shylock as a sym pathetic f ig u re . Perhaps he hoped 
to  re p e a t h is  success in  th e  p a r t  o f Barabas.
110.
C erta in  a l te r a t io n s  were made to  The Jew o f ^ la lta  fo r  
K ean's p roduction  by one S. Benley, Comedian. Penley increased  
th e  rom antic i n t e r e s t  o f th e  p lay , p a r t ly  w ith the  a id  o f  l in e s  
taken  from Edward I I . He gave Mathias and Lodowick a scene a t  the  
beginning o f  th e  p lay  in  which the  former le a rn s  o f h is  f r i e n d 's  
love fo r  A b ig a il, whom he a lso  loves. This s i tu a t io n  c a l ls  from 
Ik th ia s  th e  fo llow ing  in te r e s t in g  response:
"Base fo r tu n e , now I  see , t h a t  in  thy  wheel,
There i s  a p o in t to  which when men a sp ire .
They tumble headlong down." 23
A biga il was given a speech expressing  her love fo r  M athias and
a d d it io n a l  l in e s  were given to  tie  two lo v ers  befo re  t h e i r  duel.
P e n ley 's  a d d itio n a l rom antic m a te r ia l i s  comparable to  a l te r a t io n s
made to  S hakespeare 's p lays during  the  R esto ra tio n , when th e i r  love
i n te r e s t  and female p a r ts  were increased . That such an a l te r a t io n
o f The Jew o f Malta was f e l t  to  be necessary  suggests th a t  one reason
fo r  the  non-production o f M arlowe's p lay s , on the  p a r t  o f the
th e a t r i c a l  managements, was t h e i r  p au c ity  o f women's p a r ts  and lack
o f rom antic in te r e s t .  However, P en ley 's  rom antic a d d itio n s  to
The Jew o f  M alta d id  not meet w ith much approval from the  rev iew ers.
One review er f e l t  th a t  Penley had s p o i l t  the  opening o f I-larlowe's
p lay  and th a t ,  as Lodowick and Mathias "are  very  u n in te re s tin g  and
in tru s iv e  people a t  b e s t , i t  " is  q u ite  time enough to  be tro u b led
w ith them when th e  author wants them in  o rder to  he igh ten  h is
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p r in c ip a l  ch a rac te r"  (B. E. 14,). Another review er complained th a t  
M athias and Lodowick were " ju s t  as in s ip id  Gentlemen as s ta g e - lo v e rs  
g e n e ra lly  are" (K  G. ) .
A second kind o f a l te r a t io n  made by Penley, a lso  symptomatic 
o f th e  age, was in  an a ttem pt to  am elio ra te  the  h o r r i f i c  in c id en ts  of 
th e  p lay . He om itted  the  poisoning o f the  nuns, fo r  example, which
24om ission, Genest com plains, obscured the reason fo r  A b ig a il 's  
dea th , and Barabas was sho t a t  th e  end o f th e  p lay  in s te a d  o f plunging 
in to  a b o ilin g  cauldron. P en ley ’s attem pts a t  am elio ra tion  do not 
seem to  have had a very  fa r - re a c h in g  e f f e c t  as f a r  as the  audience 
was concerned. Some review ers found th e  a t r o c i t i e s  and general 
ten o r even of P e n ley 's  v e rs io n  o f  The J ew of ,% ] ja  too much fo r  the  
modern s tag e . Leigh Hunt, w ritin g  in  the  T h ea tr ica l Examiner, 
thought th a t  P e n ley 's  v e rs io n  was n o t much a lte re d  from the o r ig in a l ,  
which suggests th a t  he was no t very  c lo se ly .ac q u a in ted  w ith % rlow e' s 
p lay , f o r  Penley made a l t e r a t io n s ,  om issions and a d d itio n s , some from 
Edward I I  and some of h is  own, throughout th e  p lay .
The Jew of M alta seems to  have been received  w ell in  the  
th e a tr e ,  bu t th i s  was due la rg e ly  to  the  p o p u la r ity  and e f fo r ts  o f 
Kean. The rev iew ers had l i t t l e  to say about the  minor c h a rac te rs . 
A b ig a il, played "very resp ec tab ly "  (T. I . ) by kirs. B a rtley , d id  no t 
c re a te  much o f an im pression. Itham ore, however, played by H arley, 
though "not o f the  t r a g ic  c a s t" , was found by one review er to  be
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"an o r ig in a l  and im pressive p o r t r a i t ,  and was extrem ely w ell- 
sus ta ined"  (K .C.) .  T.P. Cooke, apparen tly , "played the  l i t t l e  p a r t  
o f P h i l ia  Borza e x c e lle n tly , and made i t  much more im portant than 
we should have supposed i t  possib le"  (T, I . ) ,  The evening belonged, 
however, to  Kean as Barabas. The Jew o f Mal t a  was performed as a 
tragedy , although i t  was the  exertions of Kean which preserved the 
t r a g ic  tone a t  the  ca tastrophe  and "saved i t  from a laugh" (M.O.). 
K ean's performance was, apparen tly , a t  i t s  most im pressive in  the 
e a r l i e r  p a r t  o f th e  p lay . This i s  understandable, as Kean was 
p o rtray in g  Barabas as a t r a g ic  p ro ta g o n is t, since i t  i s  p rim a rily  
th e  f i r s t  two a c ts  of The Jew of Malta which con tain  t r a g ic  
im p lica tio n s . Kean was p a r t ic u la r ly  good in  h is  "deportment before 
the  Senate" (K  C.) ,  fo r  example, and in  the  "so liloquy , d e sc r ip tiv e  
o f  the  p ro sp e r ity  of h is  t r ib e "  (M. G.) . There was "something very 
f in e  and sep u lch ra l in  h is  manner o f d e liv e rin g  th a t  admirable 
speech" ( B .E .K ) w ith which he w aits to  receive  h is  gold from A bigail
a t  the  nunnery: "Thus l ik e  th e  sad presaging  R auen  "
( The Jew o f I'% lta, 11.640-58). D espite the  f a c t  th a t  Kean played 
Barabas " in  h is  very  b e s t t a s te  o f se lf-hugg ing  revenge and trium phant 
Machiavelism" (T, E ,) ,  i t  seems th a t  the  c h arac te r was received  \d.th 
some measure o f sympathy by the  audience, although the  sympathy was 
probably accorded to  th e  popular Kean ra th e r  than  to  Marlowe's 
p ro tag o n is t. An in d ic a tio n  of the  aud ience 's  sym pathetic response is
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the  rap tu rous applause which Barabas -  Kean's song, in se rte d  by 
Penley, in  th e  m usician scene produced. Kean made Barabas mo.re 
sym pathetic than  th e  c r i t i c s  of the  time had found him to  be.
He was "able to  illum ine  and render to le ra b le  so dark a p o r t r a i t  as 
th a t  o f Barabas" (T .) . That Barabas was whitewashed of s e t  purpose 
appears from one o f P en ley 's  a l te r a t io n s .  Penley re ta in s  Barabas' 
h o r r i f ic  "confession" o f h is  crimes to  Ithamore ( The Jew o f M alta.
11. 939- 65) ,  bu t makes him exp la in  in  an aside  to  th e  audience th a t  
he i s  only te s t in g  Itham ore 's c h arac te r to  ensure th a t  h is  in c lin a tio n s  
are  su ita b ly  wicked. This i s  an in te re s t in g  a l te r a t io n  in  view of 
th e  f a c t  th a t  l a t e r  c r i t i c s  have argued th a t  Barabas' "confession" 
i s  not to  be taken l i t e r a l l y ,  but as an in d ic a tio n  of h is  ch arac te r.
D espite the f a c t  th a t  Kean worked hard fo r  h is  tragedy, 
endowing the  p a r t  of Barabas w ith  " tra g ic  solem nity" (M.C. ) and, i t  
appears, a ttem pting  to make him as sym pathetic and human a ch a rac te r 
as p o ss ib le , some members o f the  audience seem to have sensed some 
am biguity in  th e  na tu re  o f the  p lay  and in  the ch arac te r o f the  ch ie f 
p ro tag o n is t. Continuing h is  d iscu ssio n  o f The Jew o f Malta in  the  
T h ea trica l Examiner, a f t e r  th e  p lay  had by now been performed sev era l 
tim es, Leigh Hunt remarks th a t
"w ithout denying th e  t a le n t  o f the  au thor, some th ink  
i t  ( i .  e. the  performence o f The Jew o f % l t a ) cannot 
l a s t  as an a t t r a c t io n ,  some a t t r ib u te  i t s  continuance 
wholly to  Mr. Kean, and, a l l  sca rce ly  know what to  
th in k  of the  p r in c ip a l c h a rac te r, who is  g en e ra lly  
pronounced as being e n t i r e ly  out o f the  pa le  o f human 
n a tu re ."
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Hunt h im self i s  a t  pains to  show th a t  Barabas i s  ju s t  w ith in  
"the  pa le  o f human na tu re" , bu t he does not r e la te  th is  opinion 
to  h is  ejqperience o f The Jew o f Malta in  the  th e a tre . He i s  aware 
o f the  danger o f Barabas’ crim es’ "tumbling, by th e i r  weight,
in to  the  f a n ta s t ic  a t t i tu d e s  o f the  burlesque"; bu t th e re  i s  no 
in d ic a tio n  a t  th i s  da te  th a t  anyone thought th a t  perhaps the  p lay  
was not meant to  be a tragedy  a f t e r  a l l ,  although one review er makes 
th e  in te re s t in g  comment th a t  i t  "was, indeed, intended by i t s  author 
as a s a t i r e  upon the  p r in c ip le s  o f Machiavel" ( 0 . ) .  This view of 
The Jew o f k b lta  i s  in  accordance w ith much tw en tie th  century 
c r i t ic is m  o f the  play.
Some o f the review ers d id  not consider The Jew o f Malta 
su i ta b le  fo r  th e  modern stage . The p lay  as a whole was found to  be 
"too v io le n t,  and so d i f f e r e n t  from the  compositions o f l a t e r  days" 
th a t  i t s  in c id en ts  "are r a th e r  re v o ltin g  than c o n c ilia to ry  to  the  
t a s te  and fe e lin g s  o f the p resen t tim es" (S .) .  The anti-Sem itism  of 
th e  p lay  was a lso  ob jected  to . The review ers went to  the  th e a tre  w ith 
preconceived ideas about Marlowe in  general and The Jew o f Malta in  
p a r t ic u la r .  One review er doubted whether "with a l l  i t s  m erits , i t  
(The Jew of M alta) has s tru ck  many of i t s  readers in  the  p resen t day 
as a drama much adapted to  our stage" (M.C,) , Although he found th a t  
th e  p lay  was a c ta b le , he a sc rib e s  th i s  f a c t  to  the  powers o f Kean; 
th e  evidence o f the  production d id  not persuade him to  change h is  
mind about the  p la y ’s in t r in s ic  stagew orth iness. Another review er
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d isc u sse s  Marlowe’s "dram atic genius" (B.E.M.) and the "dram atic 
un ity "  o f  The Jew of M alta, but does no t r e la te  h is  observations 
to  Kean’ s production. In f a c t ,  th e re  i s  a d iv is io n  apparent 
between the rev iew ers’ c r i t i c a l  comments on Marlowe’s p lays and 
th e i r  d iscu ssio n  o f the  production o f The Jew of M alta. When 
such a d iv is io n  i s  apparent between " l i te r a ry "  c r i t ic ism  end 
" th e a tr ic a l"  c r i t ic is m  even in  th e a t r i c a l  reviews a t  th is  d a te , 
i t  i s  no t su rp r is in g  th a t  l i t e r a r y  c r i t i c s  should have f a i le d  to 
d iscu ss  Marlowe’s p lays in  th e a t r ic a l  term s. I t  i s  tru e  th a t  
C o llie r  was concerned v/ith the  th e a t r ic a l  e f fe c t  o f Marlowe’s plays 
on the  E lizabethan  s tag e , b u t, l ik e  h is  contem poraries, he apprecia ted  
them as l iv in g  l i t e r a t u r e ,  no t as l iv in g  drama. The iso la te d  
production  o f The Jew o f Malta in  1318 wan no t s u f f ic ie n t  to  
coun terac t the  in fluence  o f over a centui^^ with no Marlowe productions; 
and i t  was not u n t i l  n e a rly  the  end o f the  n in e teen th  century th a t  
th e re  was any lik e lih o o d  o f a l'4arlowe p lay  again being seen on the 
stage . Marlowe was to  be read  and not seen.
The middle years o f the: n ineteen th  century  mark the  growth 
o f Marlowe’s re p u ta tio n , s t i l l  p rim arily  as a poet. The p o e tic  
o r ie n ta t io n  o f n ineteen th  century  c r i t ic ism  o f Marlowe’s p lays is  
in d ica ted  by the  many re fe ren ces to  Marlowe as a "poet" and by the  
assumption o f th e  c r i t i c s  th a t  they are  addressing  the "reader" of 
the  p lays. I f  the  c r i t i c s  r e f e r  to  the " sp e c ta to r" , they mean an 
E lizabethan  sp e c ta to r. E d itio n s o f Marlowe’s works made h is  p lays
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re a d ily  av a ilab le  to the  n ineteen th  century reading pub lic . The 
f i r s t  co llec ted  e d itio n  of h is  works, ed ited  by G, Robinson, 
appeared in  1826. Alexander Dyce brought together inform ation 
about l%rlowe’s l i f e  and provided so lid , i f  lim ited , c r itic ism  of 
the  plays in  h is  e d itio n  of Marlowe in  1850. Further ed itio n s  o f 
Marlowe appeared in  1870, ed ited  by Francis Cunningham, and in  
1884-5, ed ited  by A. H. Bullen. H a v e l E l l i s  provided a popular 
e d itio n  o f Tamburlaine, Dr. Faustus, The Jew o f Malta and Edward I I  
in  the Mermaid S eries in  1887. The Ms.ssacre At P a ris  and Dido, Queen 
of Carthage were included in  ed itio n s  of Marlowe’s works, but were 
accorded le s s  c r i t i c a l  a tte n tio n  than h is  o ther p lays. The Massacre 
At P a ris  was considered to  be î-brlowe’s worst p lay  and Dido to 
contain some f in e  poetry . Hero and Leander was held  in  high esteem 
throughout the  century and added to  Marlowe’s rep u ta tio n  as a poet. 
Ma.rlowe c r it ic ism  continued to  appear throughout the  century, 
culm inating in  the l a s t  q u a rte r  of the century in  a v ast output of 
c r i t i c a l  w ritin g  on the playw right and in  the  "M arlophilia" o f 
Swinburne, J . A. Symonds and Havelok E ll is .
Henry Hallam, in  h is  In troduction  to  the L ite ra tu re  of 
Europe (1937-39) p ra ise s  the  vigorous conception of "ch a rac te r and 
circumstance" in  the  f i r s t  two ac ts  of The Jew o f M alta, but finds 
th a t  the  l a t e r  a c ts  are  "a t is su e  o f u n in te re s tin g  crimes and slaugh ter. 
Dr. Faustus he declares to  be " fu l l  o f p o e tica l b eau tie s" , but
"an in term ix tu re  o f buffoonery weakens the e ffe c t ,  and 
leaves i t  on the whole ra th e r  a sketch by a g rea t 
genius than a fin ish ed  performance. " 26
„ 25
117.
He considers th a t  the  "avjful melancholy" of î'fe.rlowe’s M ephistophilis
i s  "perhaps more im pressive than the  m alignant m irth  of th a t  fiend
27
in  the  renovmed work o f Goethe. " In m issing "the f a i r  form o f
(G oethe's) M argaret", Hallam was not the  only c r i t i c  in  the  
n ine teen th  century  to  f e e l  the  lack  o f female p a r ts  in  Marlowe's p lay . 
Leigh Hunt added to  the  p ra is e  o f Marlowe as a poet in  Im agination 
and Fancy (18/i4). His c r i t ic ism  i s  s p e c if ic a lly  p o e tic a lly  o r ie n ta te d , 
fo r  he wished "to p resen t the  pub lic  with some o f the  f in e s t  passages 
in  English poe try , so marked and commented. " Accordingly,
Hunt ex trac ted  passages from Marlowe's plays as i l l u s t r a t i v e  of h is  
p o e tic  im agination and a sse rte d  th a t
" I f  ever th e re  was a born poet, î'îarlowe was one."
This concept i s  one of the  keynotes o f ' much n ineteen th  century 
c r i t ic is m  o f lîarlowe.
D yce'8 c r it ic ism  in  h is  e d itio n  of Marlowe o f 1850 r e f le c ts
the  genera lly  accepted opinions of the  period about the  plays.
Of Tamburlaine he says,
"With very  l i t t l e  d isc rim in a tio n  of ch arac te r, with much 
extravagance of in c id en t, with no pathos where pathos 
was to  be expected, and with a profusion  of in f la te d  
language, Tamburlaine i s  nevertheless a very im pressive 
drama, and undoubtedly su p erio r to  a l l  the  English 
trag ed ie s  which preceded i t ;  -  su perio r to  them in  the  
e ffe c tiv en e ss  i/ith  which the events a re  brought out, 
in  the p o e tic  fe e lin g  which animates the whole, and in  
the  verve and v a r ie ty  of the v e rs if ic a t io n . " 31
33
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With regard to Dr. Faustus. klarlowe i s  admirable
" fo r the  poe try  and passion  which he has infused in to  
h is  p lay , fo r  those thoughts of surpassing  beauty 
and grandeur with which i t  abounds, end fo r  th a t  
f e a r fu l  d isp lay  of mental agony a t  the  c lose . . . "  32
But the  comic scenes contain  "buffoonery of the worst d e sc r ip tio n ."
Although in  The Jew of Malta the  charac ter o f Barabas,
"upon which th e  in te r e s t  o f the  tragedy e n t i r e ly  
depends, i s  d e lin ea ted  w ith no ord inary  power, and 
possesses a strong  in d iv id u a lity " ,
the
" l a t t e r  p a r t  (o f the  play) i s  so in fe r io r ,  th a t  we
r is e  from a peru sal o f the  whole with a fe e lin g
akin to  d isappo in tm ent." 34
I t  i s  probably in  p a r t  th is  " fe e lin g  akin to  disappointm ent" th a t
Marlowe had not completed the  tragedy im plied in  the f i r s t  two acts
or The Jew of M a l ta  which has caused r e a d e r -c r i t ic s  of the p lay to
fin d  so much f a u l t  w ith th e  l a t t e r  p a r t  o f i t .  Dyce finds Edward I I ,
as a whole, "the  most p e rfe c t"  o f kiarlowe's p lays, but lack ing
35somewhat in  "rap tu res" . He concludes th a t
" I t  i s  in  detached passages and s in g le  scenes, ra th e r  
than in  any of h is  p ieces taken as a whole, th a t  he 
d isp lay s  the  v ast richness and vigour of h is  g e n iu s ." 36
In the  l a t t e r  h a lf  o f the n ineteen th  century c r i t i c a l  
ap p rec ia tio n  fo r  Marlowe the poet developed apace. As in  the  e a r l ie r  
years, h is  passiona te  language and poe tic  conceptions were accorded 
much p ra is e , which sometimes became eulogy. A w rite r  in  F ra s e r 's  
Magazine in  1853 expresses h is  opinion of Marlowe's use of metre and
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d ic tio n  thus:
"kferlowe's blank verse has a m ajestic  march, a weighty, 
sonorous cadence, th a t  reminds one of the tramp of a 
warhorse; a reader who i s  a t  a l l  ex c itab le  can hard ly  
fo rbear from shouting out aloud the grand resounding 
d ecasy llab les  th a t  come tumbling upon him l ik e  waves 
on the  se a -sh o re !" 37
A. W. Ward, in  A H istory  o f English Dramatic L ite ra tu re  (1875), says
of I'brlowe th a t  "The elemenr in  which as a poet he liy ed  was passion"
and th a t  i t  was he "who f i r s t  in sp ired  with t in e  p o e tic  passion"
38the  draiûa. Swinburne waxes ly r ic a l :
"In the  heayen o f our t ra g ic  song the f i r s t - b o rn  s ta r  
on the  forehead of i t s  hera ld  god ( i . e .  Shakespeare) 
was^outshone t i l l  the  f u l l  midsummer m eridian of th a t  
g re a te r  godhead before whom he was sen t to  prepare a 
pathway fo r  the su n ." 39
Admiration fo r  Marlowe's mighty p ro tag o n is ts  and th e i r
a sp ira tio n s  became ever more in tense . Edward Dowden, w ritin g  in  the
F o rtn ig h tly  Review in  1870, sees Tamburlaine, Dr. Faustus and
The Jew o f klalta each as
"the  rendering  in to  a r t i s t i c  form of the  workings of 
s in g le  passion , while a t  the same time each of these  
sev era l passions i s  only a d if f e r e n t  form o f l i f e  
assumed by one supreme passion , c en tra l in  a l l  the  
g rea t charac te rs  o f kbrlowe, m a g is te r ia l, claim ing 
the  whole man, and in  i t s  opera tion  f a ta l .  " 4-0
For Do Wen, Tamburlaine ' s " lu s t  o f dominion", F austus' "passion fo r
knowledge" and Barabas' " lu s t  of money" are  a l l  forms of th e  lu s t
fo r  power. J . A. Symonds,in Shalcspere's Predecessors in  the  English Drama
(1884), coins the  i d e a l i s t i c  phrase fo r  what was the  keynote of
Ma.rlowe's work fo r  many c r i t i c s  of the  age:
"This lead ing  motive which pervades h is  poetry  may be defined
as L'Amour de l 'Im p o ss ib le  -  the  love or lu s t  o f u n a tta in ab le  
th in g s  " 41
120.
Symonds sees Marlowe's charac ters as "T itan ic" :
"He i s  the  scu lp to r -  poet o f C olossi, aiming a t  such 
e ffe c ts  alone as are  a tta in a b le  in  f ig u res  o f a 
superhuman s iz e , and care less o f f in e  d is t in c t io n s  
o r d e lic a te  g radations in  th e i r  execution. His 
charac te rs  are  not so much human beings, with the 
complexity o f human a t t r ib u te s  combined in  l iv in g  
p e rso n a lity , as tyjpes o f humanity, the  animated 
moulds o f human lu s ts  and passions which include, each 
onB o f them, the p o s s ib i l i ty  o f many in d iv id u a ls ." 42
Many c r i t i c s  id e n tif ie d  % rlowe with h is  charac te rs . William Minto,
fo r  example, in  C h a ra c te r is tis  o f English Poets (1874), remarks
th a t
"We have no r ig h t  to  id e n tify  a d ram atist with h is  
ch a rac te rs , but i t  i s  im possible to d isregard  the 
combined evidences o f h is  dram atic conceptions and 
accusations brought a g a in s t him . . . .  Tamburlaine,
Faustus, and the Jew o f Malta are  not the  c rea tio n s 
o f a calm mind: t h e i r  vo lcan ic  passions and daring
scep tic ism  are  the  o ffsp rin g  of a tu rb u le n t, 
vehement, i r re g u la r  n a tu re , bold and d e fia n t o f 
pub lic  opinion. " 43
Although th e  c r i t i c s  saw i t  as a dram atic weaimess th a t  I'îarlowe's
charac te rs  were, as they thought, "too o ften  the  mouthpieces o f th e i r
m aker's passiona te  o ra to ry , ra th e r  than beings g if te d  W th a complex,
independent v i ta l i ty " , '^ '' a t  the  same time they found i t  a p o e tic
m erit. Symonds says th a t  Marlowe's p ro tag o n is ts  are
"redeemed from the  coldness o f symbolic a r t ,  from the 
tiresom eness of t r a g ic  humours, by th e i r  a u th o r 's  
in te n s i ty  o f conviction , klarlowe i s  in  deadly earnest 
while c rea tin g  them, be lieves in  th e i r  r e a l i ty ,  and 
in fu ses the blood of h is  own untamable h e a r t  in to  th e i r  
ve ins. We fe e l them to  be day-dreams of t h e i r  m aker's 
deep d e s ire s ; p ro jec ted  from h is  s u b je c tiv ity , not 
s tud ied  from the men around him; and rendered c red ib le  
by sheer im aginative in s ig h t in to  the  dark m ysteries 
o f na tu re . " 45
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The c r i t i c s  of the l a t e  n ineteen th  century  f e l t  the  fa sc in a tio n  
o f Marlowe the  man. From what they Icnew o f h is  l i f e  and the  
accusations made ag a in st him, he appeared to  he a reb e l and an 
ico n o c la s t. For the ic o n o c la s tic  Kavelqi: E l l i s ,  th e re fo re , i t  was 
no t a se rio u s f a u l t  th a t ,  ap a rt from Edward I I .
"klarlowe's dramas are mostly se r ie s  of scenes held 
to g e th er by the p o e tic  energy of h is  oivn dominating 
p e rso n a lity . " 4-6
D espite the  c r i t i c a l  eulogy of Marlowe's p o e tic  conceptions 
and the  p assiona te  in te n s i ty  of h is  w ritin g , o ften  a t  the expense 
of the  dram atic q u a l i t ie s  o f h is  p lays, the  l a t e r  n ineteen th  century 
produced much valuable Marlowe c rit ic ism . Indeed, c r i t i c a l  
ap p rec ia tio n  of th e  sub lim ity  o f kiarlowe's c rea tio n s was in  i t s e l f  
im portant, both in  more firm ly  e s ta b lish in g  Marlowe's rep u ta tio n  
fo r  the  tw en tie th  century and in  emphasising an aspect of h is  work 
which is  c e r ta in ly  there . In the  m id-tw entieth  century c r i t i c s  have 
come to  perceive th a t  Marlowe's a t t i tu d e  to  h is  heroes contains a 
strong  element o f c r itic ism . But the  emphasis o f la te  n ineteen th  
and ea rly  tw en tie th  century c r i t ic ism  on the sub lim ity  of klarlowe's 
p lays and the superhumanity o f h is  p ro tag o n is ts , w ith the  exception 
o f King Edward, has made i t  im possible e n tire ly  to undermine these  
aspects of h is  p lays. Recent c r i t i c s  have, as i t  were, syn thesised  
the  two views and argued fo r  conscious ambivalence in  the  plays.
With the  establishm ent o f Marlowe as a poet in  the ea rly  
and middle years o f the century and amidst the p ro l if e r a t io n  of 
e n th u s ia s tic  c r i t i c a l  w riting  on him in  the  l a t e r  years, i t  became
c /
122.
p o ss ib le  fo r  some c r i t i c s  to  view h is  p lays not only in  p o e tic , 
but a lso  in  dram atic terms. The c r i t i c s  s t i l l  found kïarlowe's 
p o e tic  powers superio r to  h is  dram atic a b i l i ty ,  but th e re  was some 
m itig a tio n  of e a r l ie r  adverse c r it ic ism  o f h is  plays s p e c if ic a l ly  
as p lay s . A. W. Ward, fo r  example, con trary  to  many e a r l ie r  c r i t i c s ,  
p ra is e s  the  "co n stru c tio n  o f the  p lo t"  o f The Jew o f M alta, which he 
fin d s  "extrem ely ingenious, and, not w ithstanding i t s  e labo ra teness , 
s in g u la r ly  c le a r  and i n t e l l i g i b l e . " ^ Although he agrees with 
e a r l ie r  c r i t i c s  th a t  the  f i r s t  two ac ts  are  superio r, he does not 
fin d  th a t  the p lay  "in  the  s l ig h te s t  degree abates e ith e r  in  ra p id ity
/ g
o f dram atic movement o r in  v igour of language in  i t s  l a t t e r  p a r t ,  " ^ 
Some c r i t i c s  showed in te r e s t  in  Marlowe's plays in  terms of the 
E lizabethan  th e a tre . Robert B e ll, in  h is  e d itio n  of the  poems o f 
Greene, Marlowe and Ben Jonson in  1876, makes some in te re s tin g  
comments in  Marlowe's p lays from the dram atic p o in t o f view. He 
emphasises the  f a c t  th a t  Marlowe's "ob jec t was to  produce a p lay  
th a t  would a c t w ell, no t one th a t  would read w ell. " Consequently, 
kkrlowe "was ca re le ss  in  p roportion  of those  conditions o f f in is h  
and completeness which a re  demanded by the c r it ic ism  o f the c lo s e t ."  
B ell here grasps the  idea th a t  a p lay  on the  stage  and a p lay  on the  
p rin te d  page a re  two d if f e r e n t  th in g s . He shows, too , an in s ig h t in to  
the  ra tu re  of The Jew of k lalta  ex trao rd inary  in  the  n ineteen th  century* 
Admitting the  p re v a ilin g  c r it ic ism  th a t  the  " comic scenes which 
in te r le a v e  Marlowe's p lays are  coarse, heavy and g en era lly  g ross".
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B ell goes on to  comment,
"But he had a q u a lity  o f humour of a s in g u la r  kind, 
which appears when i t  i s  l e a s t  expected in  s i tu a tio n s  
o f g r ie f  o r te r ro r .  We have a remarkable example o f 
th is  in  the  Jew o f M alta, where F r ia r  Jacomo, seeing 
the  dead body of F r ia r  Barnardine standing  a g a in st a 
w all w ith a s t a f f  in  i t s  hands, addresses i t ,  and, 
not rece iv in g  any answer, knocks i t  down, upon which 
he i s  accused of the  murder, -  a t r a g ic a l  issu e  produced 
by f a rc ic a l  means, and showing how c lo se ly  tragedy  and 
fa rc e  l i e  to g e th e r ." 51
B e l l 's  c r i t ic is m  i s  in  the  same l in e  of thought as much tw en tie th
century c r i t ic ism  o f The Jew of M alta, fo r  example th a t  of T. S, E lio t.
A. W. V erity , in  h is  im portant essay. The Influence of 
C hristopher Marlowe on Shaksoere 's E a r l ie r  S ty le  (1886), sees 
Tamburlaine, The Jewcf Malta and Dr. Faustus as having been w ritten  
" in  conform ity v/ith a dram atic theory p e c u lia r  to  2-larlowe. " ^2 
E a r l ie r  c r i t i c s  had seen these  th ree  plays each as a "one-character 
drama" and each hero as "the  p e rso n if ic a tio n  of a s in g le  p rev a ilin g  
p assion" , but V erity  ra is e s  these  aspects of the  plays to  the s ta tu s  
o f being p a rts  o f a conscious dram atic theory:
"In  each p lay , then , i t  i s  th is  a ll-dom inating , overpowering 
passion  th a t  runs l ik e  a golden th read  of s i lk  
through the  tangled  in tr ic a c ie s  of the p a r ts , giving 
coherence to a l l ,  and ensuring harmony of e ffe c t.
I t  i s  in  d ep ic tin g  the  r i s e  and progress o f th is  
c e n tra l passion  th a t  the  d ram atist expends a l l  the 
resources o f h is  a r t . " 53
V erity  is  aware o f Marlowe's "dram atic theory" as a source o f dram atic
weakness. With regard to  Tambvrlaine, he feels
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" th a t  the  p lay  should depend e n t i r e ly  on the presence 
on the  stage  of one ch arac te r, th a t  th e re  should be 
no balance o f p a r ts ,  no r e l i e f ,  no evo lu tion  o f thought, 
no th ing , in  sh o rt, but the  progress o f the  c e n tra l 
f ig u re  as conqueror, i s  su re ly  a g rea t dram atic f la w ." 54
But, a t  the  same tim e, he sees th a t
"The poet was determined th a t  the  c e n tra l f ig u re  should 
a r r e s t  a t te n t io n , and ind isp u tab ly  he has succeeded 
in  drawing a f ig u re  of ex trao rd in ary  e ffe c tiv e n e ss , 
the  very embodiment o f T itan ic  w ill  and fo rce . " 55
The dram atic q u a li ty  of Edward I I  had never lacked adm irers.
In the  l a t t e r  p a r t  o f the  n in e teen th  century adm iration fo r  Marlowe's 
dram atic a b i l i ty ,  as evinced by th is  p lay , increased . Ward p ra is e s  
klarlowe's s k i l l  in  fin d in g  "dram atic m otives", th a t  i s  "motives 
exp la in ing  in c id en ts  and a c ts  by mesns o f th e  course o f  the  drama 
i t s e l f " ,  h is  s k i l l  in  compressing events and in  interw eaving the 
two d iv is io n s  of Edward's re ig n . V erity  remarks th a t ,  ap a rt from 
the  p o r tra y a l o f I s a b e lla , whose change o f c h arac te r was to  c rea te  
d i f f i c u l t i e s  fo r  l a t e r  c r i t i c s  and producers, Edward I I
" is  em phatically  a powerful drama, w ith f in e  c h a ra c te r isa tio n , 
a c le a r  and continuous th read  of in te r e s t  running throughout, 
and a climax of incomparable pathos. " 57
The growth of ap p rec ia tio n  fo r  Marlowe as a d ram atis t in
the  l a t e r  years o f th e  n in e teen th  cen tury  was to  be im portant fo r
fu tu re  kîarlowe c r it ic ism . But ap p rec ia tio n  fo r  I'îarlowe' s dramas as 
p lays was s t i l l  very much secondary to  ap p rec ia tio n  fo r  them as 
dram atic poems. Symonds, eager to p ra is e  every aspect o f Marlowe's 
work, remarks th a t  he "was g rea t as a d ram atis t" , but adds th a t  
"as a poet he was s t i l l  g rea te r. "
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lîany c r i t i c s  were le s s  kind to  Marlowe the  d ram atis t. Most of the 
adverse c r it ic ism s  o f  Marlowe’ s p lays in  the  n ine teen th  century  re fe r  
to  t h e i r  dram atic q u a lity . The usual adverse c r it ic ism s  may be 
summarised as follow s: Tamburlaine is 'w ith o u t proper co n stru c tio n ,
the  scenes being u n ifie d  only by the  person of the hero; Dr. Faustus 
i s  im perfec tly  constructed , the  low comedy of the  middle scenes 
being ou t o f a l l  keeping w ith the  m agnificent beginning and end;
The dew o f Malta d e te r io ra te s  a f t e r  th e  second a c t and Barabas becomes 
a m onster o r a c a r ic a tu re ; the  bombastic passages in  Tamburlaine are  
lu d ic ro u s; the  a t r o c i t i e s  p e rp e tra ted  in  The Jew of Milita axe 
lud icrous o r re v o ltin g ; th e re  i s  l i t t l e  c h a ra c te r iz a tio n  in  Marlowe’s 
p lay s , l i t t l e  in te r e s t  in  the  minor f ig u re s  and inadequate p o rtray a l 
o f women; Marlowe lacks humour. A form idable l i s t . ’ But the m ajo rity  
o f the  c r i t i c s  were very  favourably  disposed towards % rlowe the poet 
and they  tended, th e re fo re , except w ith regard to  Edward I I , to 
emphasise h is  p o e tic  m erits more than what they considered to  be h is  
f a u l ts  as a d ram atis t.
There a re  a number o f reasons fo r  the p o e tic  o r ie n ta tio n  
o f l a te  n in e teen th  century  c r i t ic ism  o f Marlowe’s p lays. In the 
f i r s t  p lace , th e  tra d i tio n  of reading  Marlowe’s p lays as dram atic poems 
had become w ell e s tab lish ed . Since th e re  had been no Marlowe 
production on the  s tag e , ap a rt from Kean’s Jew of Malta in  1S18, fo r  
two hundred y ea rs , the c r i t i c s  were no t accustomed to  th ink ing  of 
h is  p lays in  th e a tr ic a l  terms and the question  o f th e i r  stagew orthiness
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was sc a rc e ly  a re lev an t issu e  fo r  the  modern reader. Secondly, 
th e  c r i t i c s ’ emphasis on Marlowe’s p o e tic  m erits ra th e r  than h is  
dram atic f a u l ts  encouraged them to read h is  plays as dram atic poems.
I f  the  p lays were to  be read and not staged , then  th e i r  dram atic 
weaknesses were not so im portant. The tendency to  read % rlow e’ s 
p lays as drsm atic poems was fu r th e r  encouraged by the f a c t  th a t  what 
Symonds c a l ls  "pure p o e try ” ^9 was regarded as a h igher a r t  form 
than drama fo r  the th e a tre . The s ta tu s  of the  th e a tre  was r i s in g  
in  the  l a s t  decades of the  n ineteen th  century  and Shakespearean 
productions were received  w ith favour by the  l i t e r a r y  c r i t i c s .
But th e re  was s t i l l  a s t r a in  o f Romantic idealism  in  l i t e r a r y  c r it ic ism  
which caused Symonds tospeaJ: o f Hero and leander and Venus and Adonis 
as "works in  which our c h ie fe s t  d ram atists  expressed th e i r  sense of 
beauty, unimpeded by th e a t r ic a l  n e c e s s i t ie s .” Furthermore, as in  
the  e a r l i e r  years o f the  cen tury , c r i t i c s  were accustomed to  reading 
contemporary p o e tic  dramas, and, th e re fo re , as much of the  E lizabethan  
and Jacobean drama was no t staged , i t  was n a tu ra l th a t  they should 
read the  plays of liarlowe and Shakespeare’ s o ther contem poraries as 
c lo s e t  drama, as dram atic poetry . I t  was not only Marlowe who was 
regarded as a poet. The c r i t i c s  found the  plays o f the  E lizabethan  
and Jacobean d ram atis ts  analogous to  contemporary p o e tic  dramas 
ra th e r  than  to  the  p lays performed in  the  contemporary th e a tre . In 
the  th e a tre  o f the l a s t  decades of the  n in e teen th  century rea lism
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was beginning to  hold sway. The assumptions o f the  c r i t i c s  were 
in fluenced  by th e  psychological and m a te ria l rea lism  o f the  
contemporary th e a tre ,  by the  "well-made p lay ” and by the  growing 
p o p u la r ity  o f Ib se n 's  dramas. We can see th ese  in flu en ces in  the  
c r i t i c s '  p ra is e  o f Marlowe's c h a ra c te r iz a tio n  and c o n stru c tio n  in  
Edward I I  and in  th e i r  adverse c r i t ic is m  o f h is  lack  of concern fo r  
th e  minor c h a rac te rs  in  Tamburlaine, Dr. Faustus and The Jew o f Malta, 
and o f the  co n s tru c tio n  of these  p lays . An in te re s t in g  c r i t ic is m  o f 
M arlowe's p lays which appears to  be in fluenced  by contemporary 
r e a l i s t i c  drama i s  made by a review er o f Symonds' S hakspere 's 
P redecessors in  the  Q uarte rly  Review in  1884.. Hé remarks th a t  
I'^arlowe had
" l i t t l e  in  common w ith h is  k ind, and w ith the o rd inary  
men o f o rd inary  l i f e ,  no thing} a d e fe c t which seems 
to  us as de trim en taliD  a d ram a tis t as co lou r-b lindness 
would be to  a p a in t e r .” 6 l
The p re v a ilin g  opinion th a t  most o f  Marlowe's p ro tag o n is ts  were
superhuman beings w ith sublime a sp ira tio n s  made them appear ap p ro p ria te
as f ig u re s  in  dram atic poems, bu t not as c h a rac te rs  in  p lay s , which
were, a t  th is  tim e, e^rpected to  r e f l e c t  l i f e  as the  th e a tre  audiences
experienced i t .  Shalcespeare' s t r a g ic  heroes were a lso  sublim e, but
th e  c r i t i c s ,  who placed much emphasis on c h a ra c te r iz a tio n  in  th e  l a t e
n in e teen th  cen tu ry , found them psychologically  in d iv id u a lise d , so th a t
i t  was p o ss ib le  fo r  o rd in ary  men to  id e n tify  them selves w ith them.
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Another reason fo r  the  p o e tic  o r ie n ta t io n  o f l a t e  
n in e tee n th  cen tu ry  c r i t ic ism  o f Marlowe's p lays was h is  p o s it io n  
as a pre-Shakespearean d ram a tis t. Because o f the  o v e rrid in g  
im portance o f Shakespeare to  tie  c r i t i c s ,  they were much concerned 
to  t ra c e  the  r i s e  o f the  drama which he p e rfe c te d . V erity , fo r  
example, po in ted  ou t th a t  Shakespeare 's o b lig a tio n s  to  Marlowe 
re s te d  on th e  l e t t e r ' s  use o f blank verse  and h is  trea tm en t o f 
th e  h is to ry  p lay . The c r i t i c s  were aware o f Marlowe's 
c o n tr ib u tio n , both p o e tic  and dram atic, to the  E lizabethan  drama.
But, looking  a t  the  dram atic q u a li ty  o f Marlowe's p lay s , th e i r  
c o n s tru c tio n  and c h a ra c te r iz a tio n , interm s o f the  co n stru c tio n  and 
c h a ra c te r iz a tio n  o f Shalcespeare' s p lays , they  found la r lo w e 's  work, 
though d ra m a tic a lly  su p e rio r  to  any e a r l i e r  drama, v a s tly  in f e r io r  
to  th a t  o f Shakespeare. The sublime q u a li ty  o f Marlowe's v e rse , 
however, d i s t in c t  from th a t  o f  Shakespeare o r any o th e r d ram a tis t, 
appealed s tro n g ly  to th e  c r i t i c s  and made i t  im possible fo r  them to  
see i t  only as a necessary  development p r io r  to  Shakespeare* s m astery 
o f blank v e rse . Marlowe's p o e tic  importance was seen to  be in t r i n s i c ,  
h is  dram atic im portance h i s to r ic a l .  V erity  expresses th is  double 
c r i t i c a l  a t t i tu d e  to  M arlowe's p lays:
"For us the  works o f Marlowe have a double in te r e s t ,  
h i s to r ic a l ly ,  because they  a re  incomparably 
su p e rio r  to  an^^d-hing th a t  had gone before; 
i n t r i n s i c a l ly ,  because they  contain  a w ealth o f 
p o e try  th e  most sp lend id , the  most im p e rish ab le ." 63
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Furtherm ore, in  accounts o f the  E lizabethan  and Jacobean drama, 
as a pre-Shakespearean d ram a tis t, Marlov/e was c la s s i f ie d  w ith 
E lizabe than  playi\rrights, such as Greene and P eele , and se p a ra te ly  
from the  Jacobean pla^a-nrights, the  in t r in s i c  dram atic m erit o f 
whose p lays the  c r i t i c s  could more e a s i ly  d isce rn . James R ussell 
Lowell, in  h is  le c tu re s  on The Old E nglish  D ram atis ts , f i r s t  
pub lished  in  1892, remarks th a t
"We lump a l l  these  poets ( i . e .  Greene, P eele , Marlowe,
Dekker) to g e th e r  as d ram atis ts  because they  wrote 
f o r  the  th e a tre ,  and y e t how l i t t l e  they were t r u ly  
dram atic  seems proved by the  f a c t  th a t  none, o r next 
to  none, of t h e i r  p lays have held  the  s ta g e ." 64
L ate r he adds th a t
" I t  i s  fo r  t h e i r  p o e tic a l  q u a l i t ie s  ......... th a t  th ese
old  p layw righ ts a re  worth re a d in g ." 65
With regard  to  the  Jacobean d ram a tis ts , on the  o th e r  hand, Wsjrd
was prepared to  go even f u r th e r  than' the  reco g n itio n  o f the  dram atic
m erits  o f t h e i r  p lays and to  d isc u ss  some of t h e i r  p lays in  th e a t r ic a l
term s. Eut, d e sp ite  h is  h igh opinion o f  the  dram atic q u a li ty  o f
Edward I I , he does not appear to  have been th in k in g  o f ifo*lowe's
p lay  in  terms o f the  contemporary th e a tre .
The Jacobean d ram a tis ts  were, however, in  a b e t te r  p o s it io n  
than Marlowe fo r  the  dram atic m erits  o f th e i r  p lays to  be app rec ia ted . 
Several o f t h e i r  p lays had a s ta g e -h is to ry  in  th e  R esto ra tio n  perio d  
and e ig h teen th  century  and were also  produced on th e  n in e teen th  
cen tury  s tag e . Amongst the  p lays produced were The Duchess o f M alfi 
and A New Wav To Pay Old D ebts, wiiich Ward d iscu sses  in  th e a t r i c a l  term s.
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In  th e  middle years o f the  n in e teen th  century , Samuel Phelps, 
w ishing to  improve the  q u a li ty  of the  drama presen ted  in  th e  th e a tre , 
produced most o f Shakespeare 's p lays and se v e ra l o f th e  p lays o f 
h is  contem poraries a t  S a d le r 's  Wells Theatre. I t  i s  s ig n i f ic a n t  
t h a t  none o f Marlowe's p lay s , though th e i r  poetry  was lauded by 
l i t e r a r y  c r i t i c s ,  was among them. Apart from the  dram atic wealmesses 
which l i t e r a r y  c r i t i c s  saw in  the  p la y s , th e i r  c h a rac te r would probably 
have been more s tran g e  to  m id-n ineteen th  century  audiences than th a t  
o f the  Jacobean drama. The th e a t r ic a l  managements would probably 
have been d e te rre d , too , by the  p au c ity  o f women's p a r ts  in  Marlowe's 
p lay s . There were, during  the  course o f the  n in e teen th  century , 
se v e ra l sp e c ta cu la r  F austian  p roductions, each w ith a lead in g  lady, 
cu lm inating  in  W. G. W ills ' ad ap ta tio n  o f G oethe's F a u s t, in  which 
Henry Irv in g  played M ejihistopheles, a t  th e  Lyceum Theatre in  1885. 
These p roductions, however, had nothing to  do w ith Marlowe and most 
o f  them had l i t t l e  to  do w ith Goethe e ith e r . But they  t e s t i f y  to  a 
su s ta in ed  in te r e s t  in  th e  F aust legend, which p o ss ib ly  stood 
W illiam Poel in  good s te ad , when he produced Marlowe's Dr. Faustus 
in  1896.
We re tu rn  to  the  o ld  problem o f Ilarlow e's long absence from 
th e  stage . Because M arlowe's p lays were not produced, th e re  was no 
in ce n tiv e  fo r  th e  c r i t i c s  to  concern them selves very much about t h e i r  
dram atic  q u a li ty  and no reason why they  should not read  them as
131.
dram atic  poems. The dram atic q u a lity  of Edward I I  they  could no t 
igno re , bu t i t  i s  s ig n if ic a n t  th a t  th is  p lay , lack in g  somewhat in  
" ra p tu re " , appealed to  some of the p o e tic a l ly  o r ie n ta te d  c r i t i c s  
le s s  than  did Tamburlaine, Dr. Faustus and The Jew of Malta.
C r i t i c a l  emphasis on Marlowe's dramas as dram atic poems undermined 
them as p lays fo r  the  s tag e . The absence o f productions meant th a t  
th e  c r i t i c s  had no opp o rtu n ity  to  t e s t  t h e i r  opinions as to  th e  
s u i t ^ i l i t y  o f  the  plays fo r  th e  stage. Symonds comments th a t  
" I t  i s  not easy to  c a lc u la te  the  a c tin g  c a p a b il i t ie s  o f p lay s" , 
bu t he i s  th in k in g  in  term s of E lizabethan , not contemporary, 
s ta g in g s . Ward was aware o f the  need fo r  th e  stage  fo r  a f u l l  
a p p re c ia tio n  o f the  co n stru c tio n  o f Shalcespeare' s p lays:
"he w ill  never come home as the  g re a t m aster o f form 
as w ell as o f m atte r to  th e  consciousness o f the 
n a tio n  a t  la rg e , u n t i l  he, and h is  fellov^-dram atists 
by h is  s id e , a re  once more in  possession  of th e i r  
oivn most p roper domain, th e  s tag e . " 68
Tw entieth century  productions o f Marlowe's p lays have shown th a t
some aspec ts  o f them which n in e teen th  and e a r ly  tw en tie th  cen tu ry
c r i t i c s  c r i t ic i s e d  as dram atic  weaknesses do n o t prove in superab le
d i f f i c u l t i e s  on th e  s tag e . The comic scenes o f Dr. F au stu s, fo r
example, when played w ith adequate business, as they  would have
been on the  E lizabethan  s ta g e , have on occasion proved to  be genuinely
funny. The ac tio n  o f The Jew o f Malta has proved to  be homogeneous
from beginning to  end and the  whole p lay  to  be b r i l l i a n t l y  e f fe c t iv e
th e a tre .  For the  c r i t i c s  o f the  n in e teen th  century , however, th e re
could be no defence in  th e a t r ic a l  terms o f what they  saw as
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dram atic  f a u l t s  in  la r lo w e 's  p lays.
Indeed, fo r  some c r i t i c s  in  the  l a s t  decades o f the  
n in e te e n th  cen tu ry , e a r l i e r  c r i t ic is m  o f th e  dram atic q u a li ty  of 
M arlowe's p lay s , p a r t i c u la r ly  o f th e i r  c o n s tru c tio n , c ry s ta l l iz e d  
in to  th e  no tio n  th a t  some o f them could n o t be regarded as p lays 
a t  a l l ,  b u t were r a th e r  poems o r s e r ie s  o f scenes. V erity  remarks 
t h a t  Tamburlaine i s  "no t, p ro p e rly  spealdng, a drama a t  a l l " ,  but 
r a th e r  "a s e r ie s  o f im pressive sc e n e s ." B u llen and Kavelok E l l i s  
deny th a t  Dr. Faustus i s  r e a l ly  a p lay . E l l i s  remarks th a t  i t  i s  
"a d ram atic  poem ra th e r  than  a re g u la r  drama." Dowd en den ies 
t h a t  even Edward I I  i s  a drama; fo r  him i t  i s  " ra th e r  a s e r ie s  of 
scenes from th e  ch ro n ic le s  o f England. " Whereas some c r i t i c s  in  
th e  tw e n tie th  cen tury  have provided a th e a t r i c a l  defence fo r  Marlowe's 
apparen t dram atic wealmesses, some c r i t i c s  towards the  end of the  
n in e te e n th  cen tury , by seeing  h is  p lays as poems, provided a p o e tic  
defence. With regard  to  Tamburlaii'^.e, Symonds remarks th a t
"Marlowe has succeeded in  saving h is  hero , amid a l l  
h is  'lu n e s ' from c a r ic a tu re , by the  inbreathed  
s p i r i t u a l i t y  w ith which he su s ta in s  h is  madness a t  
i t s  h e ig h t ." 72
Whereas tw e n tie th  cen tury  c r i t i c s  might see Tam burlaine's "lunes" as
a d ra m a tic a lly  and th e a t r i c a l ly  ap p ro p ria te  expression  o f th e  h e ro 's
mind, s t r ic k e n  to  th e  verge o f  madness by megalomania and g r ie f  fo r
th e  death  o f Zenocrate, Symonds defends the  high-flov/n rh e to r ic  o f
th e  p lay  in  term s o f the  p o e tic  power w ith which i t  i s  invested .
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V e rity , seeing  th e  c o n s tru c tio n  o f Tamburlaine as a one-man p lay  
as d ra m a tic a lly  inadequate, defends Marlowe's "dram atic theory" in  
term s o f  tae p lay  as a dram atic  poem:
"The read e r, as d is tin g u ish ed  from th e  sp e c ta to r , i s  
ab le  to  r e a l i s e  th e  p o e t 's  conception o f  Tamburlaine 
in  every d e ta i l ,  end i t  i s  th is  conception alone th a t  
g ives coherence, o r something l ik e  i t ,  to  a s e r ie s  of 
unconnected pageants. " 73
Symonds, f in d in g  many dram atic  f a u l t s  in  Dr. F au stu s. defends the
c o n s tru c tio n  o f th e  p lay  in  term s o f th e  p o e tic  drama o f the
n in e te e n th  century ;
"At f i r s t  s ig h t  i t  might appear th a t  he was s a t i s f ie d  
w ith  a rrang ing  th e  German tex t-book  in  scenes; so 
c lo se ly  has he adhered to  h is  o r ig in a l ,  so c a re le s s ly  
has he dram atised th e  uncouth d r o l le r ie s  and c h ild ish  
d ia b le r ie s  w ith  which i t  i s  en livened. His tragedy 
i s  w ithout a p lo t ,  w ithout a fem ale ch a rac te r. I t  is  
no t even divided; in to  a c ts ;  and th e  scenes, w ith the  
exception  o f the  f i r s t  th re e  and th e  l a s t  two, might 
be transposed  w ithout m a te ria l in ju ry  to  the  p lan .
Yet the  c lo se r  we in sp e c t i t ,  and the  more we study 
i t ,  th e  b e t t e r  s h a l l  we le a rn  th a t  he has given a 
g re a t and t r a g ic  u n ity  to  h is  drama, th a t  he has 
succeeded in  drawing a modern work o f a r t  from the 
ch ao tic  m edieval m atte r. This u n ity  i s  Faustus in  
h is  p ro tra c te d  v a c i l la t io n  between r ig h t  and wrong, 
h is  c o n f l ic t  between c u r io s i ty  and conscience.
'D octor F austus ' i s  more n e a rly  a l l i e d  in  form to  
th e  dram atic poems o f our o\m days, which p re se n t a 
psychological, study  o f c h a ra c te r  to  th e  read e r, than  
any o th e r  work' o f our old th e a tre .  " 74
From the  same p o in t o f view, he i s  ab le  to  excuse the  lack  o f  i n te r e s t
in  th e  minor f ig u re s  and even to  pu t in  a good word f o r  th e  middle
scenes o f the  p lay :
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"But each and a l l  o f  th ese  subord inate  c h a rac te rs  a re  
d ed ica ted  to  th e  one main purpose of expressing  th e  
p sycho log ica l cond ition  o f Faustus from various
p o in ts  o f view .........  To th is  v iv is e c tio n  o f a ru ined
man, a l l  d e ta i l s  in  the  gloomy scene co n trib u te .
Even th e  p i t i f u l  d is t r a c t io n s  -  p i t i f u l  in  t h e i r  
leaden  du lness and b lu n t edge of d ro l le ry  -  w ith 
which Faustus amuses h is  worse than  Promethean 
le i s u r e  u n t i l  th e  l a s t  hour o f h is  co n tra c t sound, 
he igh ten  the  in fe rn a l  e f fe c t ,  " 75
S;jmionds, h is  assum ptions in fluenced  by th e  r e a l i s t i c  and lo g ic a l ly
co n stru c ted  drama o f th e  contemporary th e a tre ,d o e s  n o t pe rce ive  th a t
what he d e sc rib e s  as e f fe c t iv e  in  term s o f a dram atic poem, the
u n ity  provided by Faustus h im self and th e  \>ioy in  which a l l  the
elem ents in  th e  p lay  c o n tr ib u te  to  one c h ie f  e f fe c t ,  might a lso  be
e f f e c t iv e  on th e  s tag e . Symonds might have found th e  p roduction  of
Dr. Faustus on th e  contemporary s tag e  more fea s ib le  had he looked a t
th e  p lay  in  term s o f the  e x p re s s io n is tic  drama o f S trindberg  ra th e r
than  th e  r e a l i s t i c  drama o f Ibsen^ But S tr in d b e rg 's  p lays, which
p re se n t, as Havelok E l l i s  perce ived , th e  "v iv ise c tio n "  of human
beings, a l l  elem ents in"ihem c o n tr ib u tin g  to  one c h ie f  e f fe c t ,  had
no t y e t found acceptance on th e  E nglish  s tag e .
One e f f e c t  of th e  poeuic o r ie n ta t io n  o f  Marlowe c r i t ic is m  
in  th e  n in e tee n th  cen tury  was th a t  much o f th e  c r i t ic is m  produced 
tended to  be im p re ss io n is tic  and su b je c tiv e . The c r i t i c s  sometimes 
p erm itted  them selves to  be c a rr ie d  away by the  power o f Tlarlowe ' s 
w ritin g  and d id  no t look a t  h is  p lays a n a ly t ic a l ly  enough, Don D. Moore, 
in  J o h n  W ebster and His C r i t ic s ,  p o in ts  out th a t  th e  c r i t ic is m  o f
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76Lamb and H a z l i t t  i s  "evocative , m etaphoric, and extrem ely p e rso n a l."  
The im p re s s io n is tic  q u a li ty  o f t h e i r  c r i t ic is m , he ex p la in s ,
" re p re se n ts  th e  g rea t Longinian in flu en ce  on 
Romantic c r i t ic is m  by i t s  emphasis on a p p re c ia tiv e  
e c s ta sy  in  th e  re a c tio n  of the  read er, in s te a d  o f  
th e  Augustan emphasis on a n a ly tic , ju d ic ia l  
inq,uiry in to  th e  su b je c t ,"  77
We can see th is  im p re ss io n is tic  q u a li ty  in  Marlowe c r i t ic is m  in
a s ta tem en t l ik e  H a z litt* s :
e
"There i s  a l u s t  o f power in  h is  v /ritin g s , a hunger 
and t h i r s t  a f t e r  unrigh teousness, a glow o f the  
im ag ination , unhallowed by any th in g  bu t i t s  own 
en erg ies . His though^ burn w ith in  him l ik e  a 
fu rnace  w ith  b ick e rin g  flam es; o r throwing ou t 
b lack  smoke and m is ts , th a t  h ide the  dawn o f 
gen ius, o r l ik e  a poisonous m ineral, corrode the  
h e a r t . " 78
I t  i s  apparen t, too , in  th e  w ritin g s  o f Swinburne and in  many
passages in  th e  work o f o th e r  c r i t i c s  towards the  end o f th e  century .
The review er o f Symonds* Shaksoere*s P redecessors in  the  Q uarte rly
Review complains th a t  Symonds had follow ed Swinburne in  vu-iting
79c r i t ic is m  which i s  f u l l  o f  high-floim . p o e tic  phrases and hyperbole.
The im pressionism  o f n in e tee n th  cen tury  Marlowe c r i t ic is m  was p a r t ly  
due to  th e  c r i t ic s *  co n cen tra tio n  on the  sublime passages in  h is  
p la y s . For a whole cen tury  Marlowe* s p lays were fragm ented in to  
p iec es  o f po e try  by th e  e x tra c tio n  fo r  q u o ta tio n  and p ra is e  o f 
in d iv id u a l passages from th e i r  dram atic con tex t. The c r i t ic s *  
co n cen tra tio n  on fa v o u rite  passages led  "them to  underestim ate  o th e rs  
in  t h e i r  in te rp r e ta t io n  o f th e  plays as dram atic wholes. Henry M aitland,
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f o r  example, w ritin g  in  Blackwood*s Edinburgh Magazine in  1817, rem arks, 
w ith  re fe ren c e  to  Dr. Faustus a t  the p o in t when Faustus * responsive 
a t t i tu d e  to  th e  Old Man changes, under fe a r  o f torm ent, to  an 
ag g ress iv e  demand th a t  M ephistophilis should torm ent h is  counsello r 
(Dr. F au stu s , 11. 1313-15), th a t
**This i s  one o f those sublime stro k es by wiiich 
our o ld  d ram a tis ts  suddenly e le c t r i f y  th e  so u l, and 
make us fo rg e t ,  as i f  we had never read them, th e
numerous pages of d u lln ess  and darkness before  and
a f t e r ;  -  th e  e f fe c t  o f such passages is  deep and
la s t in g ;  they  c lin g  to  our fe e lin g s  and im agination; 
and the  remembrance o f  one such gleam o f l ig h t  opens 
ou t to  us th e  whole c h a ra c te r  and being of the  person 
d esc rib ed , and ra is e s  him up, c le a r ly  and d i s t in c t ly ,  
a r e a l ,  l iv in g ,  and human ex is ten ce . " 80
From a read ing  o f Marlowe* s p lays i t  i s  the  sublime passages, in
which th e  p ro ta g o n is ts  express them selves as m ighty  f ig u re s , idiich
c re a te  th e  g re a te s t  im pression and remain in  the memory. Symonds,
speaking o f the  lead ing  motive in  Marlov/e's p lays as L* Amour de
1* Im possib le , determ ines **The n a tu re  o f th is  lead ing  motive by some
81s a l i e n t  passages from Marlowe*s dramas.** The passages which 
Symonds s e le c ts  include  Tamburlaine * s j u s t i f i c a t io n  o f h is  am bition 
to  Cosroe ( l  Tamburlain'e, 11. 863-80), Faustus* address to  Helen 
and Barabas* opening so lilo q u y  in  The Jew o f M alta. These speeches, 
o f course , support Symonds* th e s is .  I t  i s  only in  the  m id-tw en tie th  
cen tu ry  th a t  c r i t i c s  have re a l is e d  the  importance of the  v is u a l  
elem ents and stag e  a c tio n  o f Marlowe *s p lays fo r  a f u l l  understanding
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o f them. The carnage of Tam burlaine. which d e tra c ts  from th e  
su b lim ity  o f th e  hero , can only be f u l ly  r e a l is e d  when i t  i s  
p resen ted  v is u a l ly  on the  stage . The middle scenes o f  Dr. Faustus 
read  b lea k ly , b u t they  were in tended to  be played w ith adequate 
s ta g e  business . The middle scenes can, indeed, be staged  w ith 
v is u a l  sp lendour, so as to  show Faustus mailing im pressive use o f 
h is  su p e rn a tu ra l powers, o r , on the  o th e r  hand, Faustus* a c t iv i t i e s  
can be p resen ted  as an i ro n ic ,  v is u a l  c o n tra s t  to  h is  v e rb a l 
a s p ira t io n s . Only the  most d isc e rn in g  c r i t i c s  in  th e  n in e tee n th  
cen tu ry  showed any awareness o f the  t h e a t r i c a l  e ffe c tiv e n e ss  o f the 
l a t t e r  p a r t  o f The Jew o f M alta. P roduction  i s  necessary  to  rev e a l 
th e  f u l l  d ram atic  q u a li ty  o f the  **raptureless" d ialogue of Edward I I . 
Because of Marlowe*s absence from th e  s ta g e , the  n in e tee n th  cen tury  
c r i t i c s  could no t be much aware o f anyth ing  in  h is  p lays which
depends to  a la rg e  e x ten t on t h e i r  v is u a l  elements o r on stage  a c tio n .
T heir c r i t ic is m , th e re fo re , tended to  be one-sided . Studying the  
passages o f sublime p o e try , they  captured one im portant a spec t o f 
Marlowe*s p lay s; bu t they  f a i le d  to  see anything to  o f f s e t  t h e i r  
im p re ss io n is tic  view o f h is  p ro ta g o n is ts  as superhuman beings, o r , i f  
th ey  d id , they  d ism issed  i t  as a dram atic flaw.
One o f th e  most im portant reasons, then , fo r  th e  l im ita t io n s
o f n in e tee n th  cen tu ry  liarlowe c r i t ic is m , in s p ir in g  though much of i t
i s  to  read , was th e  absence o f stag e  productions o f h is  p lay s . The
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absence o f lîarlowe p roductions e n ta ile d  both a la c k  o f  c r i t i c a l  
a p p re c ia tio n  f o r  h is  dram atic  techn ique and a one-sided  in te r ­
p r e ta t io n  o f  h is  p lay s . Marlowe’ s long  absence from th e  s tag e  
had consequences n o t only  fo r  n in e te e n th  cen tu ry  c r i t ic is m , bu t 
a ls o  fo r  the  fu tu re , f o r  th e  c r i t ic is m  o f  Swinburne, Symonds and 
t h e i r  con tem poraries in e v ita b ly  in flu en ced  th a t  o f th e  e a r ly  
tw e n tie th  cen tu ry . Symonds’ dictum  remained tru e  f o r  many l a t e r  
c r i t i c s  o f Marlowe:
"Even in  h is  tra g e d ie s  i t  i s  th e  p o e t, r a th e r  than  
th e  playrn^ight, who commands our a d m ira tio n ." 82
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CHAPTER IV
The F in  de S ie c le  and th e  E a rly  T w entieth  Century? 1890 -  1935
As we have seen , in  th e  l a s t  q u a r te r  o f  th e  n in e te e n th  
c en tu ry  an i n t e r e s t  in  th e  n a tu re  o f  Marlowe’ s achievem ents, o r  
la c k  o f  achievem ent, s p e c i f i c a l l y  as a d ra m a tis t  became ap p aren t.
This i n t e r e s t  was, however, d iv o rced  from th e  contem porary th e a t r e .  
Towards th e  end o f  th e  n in e te e n th  c e n tu iy  th e  l i t e r a r y  c r i t i c s  were 
n o t r e a l l y  a n t i - t h e a t r i c a l  in  o u tlo o k . The s ta tu s  o f  th e  th e a tr e  
was r i s i n g  w ith  th e  p ro d u c tio n  o f  p lay s  o f l i t e r a r y  m e rit  by Jones, 
P in e ro , Shaw, and o f  t r a n s la t io n s  o f  Ib se n ’ s p la y s . Even Swinburne, 
who appears to  have been su b lim e ly  unaware o i  che t h e a t r i c a l  a sp e c t 
o f th e  E liz a b e th a n  drama, w rote to  W illiam  Poel a f t e r  h is  p ro d u c tio n  
o f  The Duchess o f M alfi in  1892 to  exp ress h is  g r a t i tu d e  and p ra is e  
f o r  P o e l’ s e f f o r t  and h is  hope t h a t  Poel would produce "o th e r  g re a t 
works o f  th e  same g re a t  a g e ."  ^ I t  was Swinburne, to o , who w rote th e  
p ro logue f o r  P o e l’ s p ro d u c tio n  o f  Dr. F austus in  1896. U ltim a te ly , 
however, i t  i s  n o t th e  l i t e r a r y  c r i t i c s  who decide which p lay s  a re  to  
be produced, b u t th e  men o f  th e  th e a c re ; and th e  co n v en tio n a l th e a tr e  
showed no s ig n s  o f  w ish ing  to  p u t Marlowe on th e  s ta g e . Henry I rv in g , 
d e s p i te  th e  f a c t  t h a t  he p layed M ephistopheles in  W ills ’ a d a p ta tio n  
o f  G oethe’s F a u s t and d e s p i te  th e  f a c t  t h a t  he admired Marlowe, 
appears to  have had no d e s ir e  to  produce any o f  h is  p la y s . A w r i te r
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in  The S a tu rday  Review, r e p o r t in g  on th e  Marlowe Commemoration in  
1891, malces some very  i n te r e s t in g  rem arks. I rv in g , who u n v e iled  
th e  ]Marlowe M emorial, i s  quoted  as d e sc r ib in g  Marlowe as th e  f i r s t  
p o e t "who employed w ith  a m aste r hand th e  g r e a te s t  in s tru m en t o f  our 
l i t e r a t u r e "  and as having  " f i r s t  wedded th e  harm onies o f  th e  g re a t  
organ o f  ’b lank  v e r s e ’ ". ^ But I rv in g , d e s p i te  h is  p r id e  in  th e  
f a c t  t h a t  Tiarlowe’s work, l i k e  Shalcespeare’ s , was w r i t te n  p r im a r ily  
f o r  th e  s ta g e , o b v io u sly  adm ired Marlowe more as a p o e t than  as a 
d ra m a tis t .  He appears to  have had se r io u s  r e s e rv a tio n s  about uhe 
s ta g ew o rth in ess  o f  Marlowe’ s p la y s . The r e p o r te r ,  who a p p a re n tly  
wished f o r  a Marlowe r e v iv a l  on th e  s ta g e  -  an in te r e s t in g  in d ic a t io n  
o f  a  change o f  a t t i t u d e  to  th e  p lay s tow ards th e  end o f  th e  cen tu ry  -  
p o in ts  o u t t h a t
"Mr. I rv in g  d id  n o t prom ise a r e v iv a l  o f  Edward 11 o r  
The Jew o f  M alta. He was Yery  guarded in  ex p ress in g  
h is  o p in io n  o f  th e  d ram atic  q u a l i t i e s  o f  Marlowe’s 
p la y s , and he was p ro v o k in g ly  s i l e n t  concerning  th e  
t o t a l  banishm ent o f th o se  p lay s from th e  s ta g e . To 
a s tu d e n t o f  Shakspeare and an a c to r  o f  Itr. I rv in g ’ s 
eminence, th e s e  q u e s tio n s  must have proved tem pting .
The occasio n  m ight be h e ld  to  w a rran t, i f  n o t a 
c o n fe ss io n  o f  f a i t h  in  th e  p re se n t tim es, some candid 
com parative c r i t i c i s m ." 3
The w r i te r  goes on to  r e l a t e  th e  problem o f Marlowe’ s absence from
th e  s ta g e  to  th e  is s u e  o f  p o e tic  and n o n -p o e tic  drama. As we s h a l l
se e , in  one way th e  age o f re a lism  in  th e  th e a tr e  was h a rd ly  th e
a p p ro p r ia te  tim e f o r  th e  r e v iv a l  o f  th e  E liza b e th a n  and Jacobean
drama on th e  s ta g e .
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The th e a tr e  managers had to  take  in to  c o n s id e ra tio n  th e  
p u b lic  t a s te  in  t h e i r  choice o f  p lays f o r  production . Audiences 
were accustomed to  see ing  Shakespeare’s p lays on th e  s tag e . I f  they  
were no t p a r t i a l  to  p o e try , they  cou^d enjoy h is  dram atic s i tu a t io n s ,  
h is  humour, h is  charm, h is  d e l ig h t fu l  women, h is  humanity, h is  
c h a ra c te r iz a t io n , which was p a r t ic u la r ly  s tre s se d  in  the  c r i t ic is m  
o f  th e  p e rio d , n o t to  mention sp jend id  scenery and costumes. The 
p lays o f Shakespeare, o r , a t  l e a s t ,  the  most popular ones, were 
produced and were b o x -o ffice  successes, bu t re v iv a ls  o f p lays by h is  
contem poraries were com paratively  ra re . They were l ik e ly  to  have a 
much more l im ite d  appeal. A knowledge o f E lizabethan  dram atic 
conventions was necessary  fo r  a f u l l  a p p re c ia tio n  o f them, viiereas 
Shakespeare’ s p lays could be understood, to  some e x te n t, in  term s o f 
contemporary drama: h is  c h a ra c te r iz a tio n  could stand  comparison w ith
th a t  o f  Ib se n ’ s p lay s , fo r  example, and many o f h is  p lo ts  and s i tu a t io n s  
were, s u re ly , q u ite  as e x c itin g , and com prehensible, as those of 
melodrama. As f o r  Marlowe, he was, a f t e r  a l l ,  supposed to  be d e f ic ie n t ,  
i f  no t e n t i r e ly  lack in g , in  Shakespearean humour, charm, humanity 
and c h a ra c te r iz a tio n , p a r t i c u la r ly  of women. î^ re o v e r , w ith the  
e stab lishm en t o f  th e  long run , p a r t ly  due to  th e  expense o f sp e c ta c u la r  
scenery , and th e  d isappearance o f  the  re p e r to ry  system , re v iv a ls  o f  
o ld  p lays which were no t l ik e ly  to  be b o x -o ffice  successes became 
im p rac ticab le .
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There were, however, some people towards the  end o f  th e  
n in e te e n th  cen tu ry  who f e l t  th a t  they  would l ik e  to  see more o f th e  
p lays o f Shakespeare’s contem poraries on th e  s ta g e . A w r i te r  in  
The P a l l  1 ^ 1  G azette in  1893 expresses th e  d e s ire  fo r  a th e a tr e  in  
which i t  would be p o ss ib le  to  produce o cca s io n a lly , fo r  s in g le  
perform ances, old m asterp ieces which would be of too l im ite d  an 
appeal to  j u s t i f y  a long run. ^ The tim e was a t  l a s t  becoming r ip e  
fo r  a re v iv a l o f  th e  E lizabe than  drama on the  s tag e . Another 
in d ic a tio n  of uhis new a t t i tu d e  to  Shakespeare’s contem poraries i s  
Thomas Donovan’s e d it io n  o f E nglish  H is to ry  Plays (1896), which he 
"arranged  fo r  a c tin g , as w ell as f o r  read ing . " Amongst th e  p lays 
included  in  th i s  e d it io n  a re  Marlowe’s Edward..II. Peele*s Edward I  
and Shakespeare’s Henry VI p lay s , in  h is  p reface  Donovan s ta te d  
th a t  i t  was h is  hope in  p reparing  such an e d itio n  th a t  " these  
superb h i s to r ic a l  p lays w il l  be a t  le n g th  rescued from th e  semi­
o b liv io n  o f our l i b r a r i e s ,  to  be assigned, once fo r  a l l ,  an honoured 
p lace  on our n a tio n a l s t a g e ." He f e l t  th a t  "our a p p re c ia tio n  of 
t h e i r  value has g re a t ly  f a l le n  sin ce  they  have ceased to  be ac ted . " ^ 
Donovan’ s aim was h ig h ly  commendable, bu t h is  methods o f p rep arin g  
th e  p lay s fo r  th e  modern s ta g e  would have caused th e  hackles o f 
W illiam Poel to  r i s e :
"Today, however, rea lism  lu le s  in  th e  drama. The b e s t 
o f  p lays w il l  have no hearing  u n less  the  stag e  i s  f i l l è d  
w ith  p ic tu re s  c lo s e ly  resem bling n a tu re ; while the  
p a in te r  shares w ith  a c to r  and au tho r the  p la u d its  o f  
every audience. Any a ttem pt, th e re fo re , to  re s to re  th ese  
p lays to  th e  th e a tr e  must be a ttended  by an e f f o r t  to  
b rin g  them in  l in e  w ith th e  a l te re d  cond itions o f th e  s ta g e ."  '
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A ccordingly, Donovan, amongst o th e r  changes, om itted  "redundant 
and unim portant" scenes, and suppressed  many changes o f  scene, f o r
" in  th e  form in  which we have received  them, most o f 
th e se  p lays could no t now be produced, th e  co n tin u a l 
s h i f t in g  o f scene, alon.e, proving too g re a t a s t r a in  
on both  th e  p a tien ce  o f th e  audience and th e  resou rces 
o f th e  manager. " 9
Donovan’s whole a t t i tu d e  to  the  re v iv a l o f  the  E lizabethan  drama
on th e  modern s tag e  p rov ides an i l l u s t r a t i v e  c o n tra s t  to  th a t  o f
W illiam P oel, whose work I  s h a l l  d iscu ss  sh o r tly . Donovan d id  not
tamper much \d.th Edward I I ,  d e sp ite  th e  p la y ’ s many changes o f scene,
perhaps because he found th a t  he could no t a l t e r  i t  much w ithout
ru in in g  i t .
In accordance, th en , w ith th e  new s p i r i t  of th e  tim e, the 
Independent T heatre S ocie ty  was formed, and in  1894 W illiam Poel 
formed th e  E lizabethan  Stage S ocie ty , which developed out o f th e  
Shakespeare Reading S oc ie ty , to  p reserve  o ld  p lays in  perform ance.
Poel rea c te d  a g a in s t th e  kind of stag e  trea tm en t accorded to  
Shakespeare’s p lays in  th e  l a t e  n in e teen th  cen tury , as exem plified
by I r v in g ’s p roductions a t  the  Lyceum. On th e  p ic tu re  stag e  o f  th e
Lyceum they  were h igh ly  em bellished w ith m agn ificen t, and, to  P o e l’s 
way o f th in k in g , unnecessary  scen ic  e f f e c ts ,  and cu t and rearranged  
f o r  the convenience o f th e  s e ts  and the  n e c e ss ity  o f long in te rv a ls
fo r  scene changes. I t  was to  th is  kind o f p roduction  th a t  Donovan
pandered in  h is  E nglish  H is to ry  P lavs. Shakespeare’s p lays can 
ach ieve some kind o f e f f e c t  on any kind o f s tag e  in .any kind o f  production .
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But th e  p lays o f  some o f h is  contem poraries a re  l i t t l e  su ite d  uo 
any kind o f  p roduction  o th e r  chan uhat fo r  which they  were w ritte n : 
an Elizabe-ohan type o f p roduction , w ith a l l  the  advantages o f a 
p la tfo rm  s tag e . T his, I  th in k , i s  tru e  o f Marlowe, and has been 
proved p a r t i c u la r ly  by tw e n tie th  cen tu ry  productions o f Dr. F austus. 
W illiam P o e l’s aim was to  produce E lizabe than  p lay s , in c lu d in g  
Shakespeare’s , in  th e  E lizabe than  manner. In  h is  productions fo r  
th e  E lizabe than  Stage S o c ie ty  he pu t in to  p ra c tic e  th e  fin d in g s  of 
re se a rc h , h is  oim and th a t  o f sch o la rs  such as W. J .  L a te n c e , in to  
E lizab e th an  methods o f s tag in g . He advocated th e  use o f the 
p la tfo rm  stage  and o f costumes and p ro p e r t ie s  approxim ating to  those 
which would have been used in  E lizabe than  tim es. He s tre s se d  continuous 
s ta g in g , which made p o ss ib le  a s t r i c t e r  adhey(nce to  Shakespeare’s 
o rd e r o f  scenes, s in ce  h is  p lays no lo n g er had to  be rearranged fo r  
th e  convenience o f  e la b o ra te  s e t s  o r cu t to  make room fo r  long 
in te rv a ls .  Poel also  made reform s in  the  speaking o f Shakespeare’ s
10
v e rse , s t r e s s in g  r a p id i ty ,  ’’exaggerated n a tu ra ln ess"  and "tuned to n es" , 
as opposed to  th e  form al methods o f speech used in  Shakespearean 
p roductions in  th e  conventional th e a tre .
P o e l’ s methods o f  p roduction  helped to  throw new l i g h t  on 
th e  E lizabe than  drama. His work.is an i l l u s t r a t i o n  o f th e  s a t is f a c to r y  
r e s u l t s  which can be ob ta ined  when sch o la rsh ip  andihe th e a tr e  work in  
un ison . By h is  use o f an approxim ation to  E lizabethan  methods o f
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s ta g in g  and th e  p la tfo rm  s ta g e , he made fe a s ib le  the  p roduction  
o f  p lays which were no t u su a lly  thought o f as s u i ta b le  fo r  th e  
modern th e a tr e .  Although Poel concen tra ted  c h ie f ly  on Shakespeare, 
he a lso  produced o th e r  E lizabethan  and Jacobean p lay s , in c lu d in g  
Dr. Faustus and Edward I I . so th a t  Marlowe was given a chance on 
th e  modern s tag e  a t  l a s t .
Dr. ia u s tu s  was performed by the  E lizabe than  Stage S ociety  
on 2nd and 4 th  Ju ly , 1896, in  S t. George’s H all, London, and 
rev ived  on 29th October, 1904, a t  th e  Court T heatre , a f t e r  which i t  
went on to u r . The te x t  used was t h a t  o f 1604, w ith occasional 
passages from th a t  o f 1616. Edward I I  was produced a t  th e  New 
T heatre , Oxford, on 10th August, 1903.
P o e l’ s use o f an E lizabethan  p latfo rm  stage  fo r  Dr. Jbaustus
e x c ite d  th e  i n t e r e s t  o f  th e  rev iew ers. In  one review  th e  arrangement
01 ohe s tag e  i s  d escribed  in  considerab le  d e ta i l :
"The two p i l l a r s  between which th e  c u rta in  hangs s tand  
about s ix  f e e t  away from the  f o o t l ig h ts ,  and a l i t t l e  
fu r th e r  away from each s id e  o f th e  stage . This enables
th e  perform ers to  appear a t  th e  s id e  o f o r in  f ro n t  of
th e  c u r ta in , whether i t  i s  drawn o r no t. The c u rta in  
open re v e a ls  a room o f  which th e  back i s  in  two s to re y s ,
each i,n.th i t s  own c u rta in s . The C h o ru s   ceme from
behind a su b s id ia ry  sm all c u r ta in  on th e  (s tag e) r ig h t  
o f th e  c e n tra l  s t ru c tu re ,  and having f in ish e d  he r v e rses  
walked behind th e  same c u rta in . Then th e  p r i n c i p e  
c u rta in  was drawn, and d isc lo sed  Dr. Faustus in  h is
study  .........  M ephistopheles, in  t r a d i t io n a l  f ie n d ish
shape, appeared on t h e   balcony a t  th e  back.
When ordered  to  come again  as a f r i a r ,  he came out 
through th e  c u rta in s  o f th e  low^er s to re y . The f a r c ic a l
and o th e r  i n t e r l u d e s   took p lace  in  f ro n t  o f  th e
stag e  w ith  the  p r in c ip a l  c u rta in s  closed. When L u c ife r 
appeared i t  was on th e  balcony behind, th e  a p p a ritio n
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being  rendered more demoniacal by the  a d d itio n  o f  
one o r  two a tte n d a n t d e v ils  and by red  f i r e  and 
smoke. The lower c u rta in s  a t  th e  back when opened 
revea led  a g re a t dragon’ s mouth wide open, rep re se n tin g  
the  mouth o f  h e l l .  Out o f th is  came M ephistopheles, 
and under h is  e sc o r t  th e  Seven Deadly S ins, Alexander 
and h is  paramour, and Helen, ihe  good angel always 
came from th e  c u rta in s  on the  rig h t-h an d  s id e , and 
stood in  I r o n t  o f  th e  s ta g e ; th e  bad angel came
from he r ovm sp e c ia l  door a t  the  back o f th e  room^
The im portan t scenes, th e  co n ju ra tio n , th e  appearance 
o f  th e  dead ly  s in s ,  o f  Alexander to  Charles V and of 
Helen to  th e  s tu d en ts  and to  fa u s tu s , the  Pope’s 
d in n er, and the  appearance of J?‘austus and lleph istopheles 
on Olympus a l l  took p lace  in  th e  room revealed  when 
th e  c h ie f  c u r ta in  was opened; most o f the  o th e r  
perform ers appearing from one o r th e  o th e r  x-ring and 
coming in  f ro n t  of th e  c u rta in . “ ( M. P . ) 11
Although P o e l’ s p roduction  was in  the  E lizabe than  manner,
I  th in k  th a t  Shaw i s  r ig h t  in  saying  in  h is  review  o f Dr. Faustus
in  th e  Saturday Review in  189b th a t
•‘Mr. W illiam Poel gave us an a r t i s t i c  r a th e r  th an  a
l i t e r a l  p re se n ta tio n  o f  E lizabethan  c o n d itio n s .”
Poel seems to  have s o p h is t ic a te d  upon c e r ta in  fe a tu re s  o f E lizabethan
p ro d u ctio n , fo r  example, on th e  appearance o f  th e  su p e rn a tu ra l
c h a ra c te rs . Shaw says th a t  B a lio l and B elcher "were no t th e a t r i c a l
d e v ils  w ith  huge pasteboard  heads, bu t p i c to r ia l  T em ptation-of-
S t.-A nthony d e v ils  such as I 'iartin  Schongauer drew". L u c ife r,
however, had th e  t r a d i t io n a l  accoutrem ents o f red  f i r e  and smoke.
The angels were l ik e  those  in  f i f te e n th  century  f lo r e n t in e  p a in tin g s
and wore "d ra p e rie s  s'ewn in to  B o t t ic e l l ia n  fo ld s  and tu ck s” ( 8 .k . ) .
151
Two sk e le to n s  were added to  th e  pageant o f  th e  Sevoi Deadly 
Sins and faustus*  d e v ij-v /ife , in  1904 a t  l e a s t ,  was f a i r  o f fac e , 
bu t h e r back revealed  a sk e le to n . Poel thus adapted th e  E lizabe than  
use o f  a lle g o ry  and symbolism to  th e  t a s te  o f an audience th re e  
c e n tu r ie s  l a t e r  by re f in in g  upon i t .  In  th e  189b p roduction  o f 
Dr. i 'au stu s th e  Sins were costumed w ith a r t i s t i c  a t t r a c t iv e n e s s .  
T heir costumes were copied from s ix te e n th  cen tu ry  engravings.
But in  19O4 , e i th e r  Poel p resen ted  them d i f f e r e n t ly  o r they  
produced a d i f f e r e n t  e f f e c t ,  f o r  H. T. Grein o f The Sunday Times 
found them gro tesque r a th e r  than  a t t r a c t iv e :  he says th a t  th e
S ins were rep re sen ted  "by seven more o r l e s s ,  a t  any r a te ,  would-be 
comical la d ie s ,  who seemed to  heap r id ic u le  on an august fa n ta sy ."
P o e l’ s method o f  s ta g in g  Dr. Faustus and h is  v isu a l 
e f f e c ts  a l le v ia te d  some o f th e  d i f f i c u l t i e s  in h e re n t in  th e  p lay .
In  h is  remarks in  the  programme fo r  th e  1896 production  Poel s ta te s :
"There i s  no ju s t i f i c a t i o n  fo r  rev iv in g  w ith h i s to r ic  
accuracy th e  middle p a r t  o f  th e  p lay , which i s  n o t 
Marlowe’s. The e x ten t to  which th is  p a r t  o f th e  
p lay  can be made su c c e ss fu l on the  stag e  depends 
upon p i c to r ia l  more than  upon dram atic a r t .  The 
endeavour in  the  p re sen t re v iv a l  i s  to  s tren g th en  
by p i c to r i a l  a id  th a t  p a r t  o f th e  p lay  which i s  
l e a s t  in te r e s t in g  and p ro f i ta b le  as dram atic liten a tu re . " 12
L a te r producers o f  Dr. Faustus have a lso  found i t  necessary  to  make
use o f im ag inative  v isu a l e f f e c ts  in  'the middle p a r t  o f th e  p lay .
The a r t i s t r y  o f th e  appearance and costumes o f th e  su p e rn a tu ra l
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f ig u re s  in  P o e l’s p roduction  would help  to  make th e  middle
scenes in te r e s t in g  and e f fe c t iv e . An exam ination o f  th e  te x t  o f
13Dr. Faustus used by Poel rev e a ls  o th e r  ways in  xdiich he d e a l t  
w ith  th e  middle scenes. He streng thened  th e  v is u a l  impact o f 
th e  p ap a l, im p eria l and Vanholt scenes by opening each o f them 
w ith  a tab lea u . A masque took p lace  befo re  the  Duke o f Vanholt, 
thus adding i n te r e s t  and im portance to  th i s  scene, which i s  t r i v i a l  
in  th e  read ing . Poel managed to  provide some c o n tin u ity  in  ihe 
m iddle scenes o f th e  p lay  by having two " sc u llio n s"  p re se n t a t  
th e  im p e ria l c o u rt, which s c u l lio n s , a t  th e  end o f the  im peria l 
scene, remained on s tag e  to  enac t Robin’ s and Ralph’ s scene w ith 
th e  b usiness o f th e  s to le n  con ju ring  book. The H orse-Courser was 
om itted .
Another very  in te r e s t in g  fe a tu re  o f  P o e l’ s p roduction  
i s  rev ea led  by h is  te x t .  One o f the  acknowledged d i f f i c u l t i e s  
p resen ted  by Dr. Faustus i s  th e  ap p aren tly  t r i v i a l  uses which the  
hero makes o f  h is  su p e rn a tu ra l powers. The Chorus t e l l s  us th a t  
he viewed th e  un iverse  and s e t  out to  "nroue Cosmography", bu t we 
only  see him making a fo o l o f  th e  Pope and a c tin g  as im peria l cou rt 
m agician. In a p roduction  xAat we see i s  more l ik e ly  to  im press 
i t s e l f  on our minds than xAat we a re  m erely to ld  about. By some 
rearrangem ent o f speeches Poel shows us Faustus engaged in  some o f 
th e  a c t i v i t i e s  described  by th e  Chorus. The f i r s t  speech o f th e  
Chorus (B, 11.826-49),14 beginning w ith "Learned Faustus to  f in d
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th e  s e c re ts  o f Astronomy", i s  d iv ided  in to  two p a r t s ,  th e  f i r s t  
p a r t  ending w ith  "From E ast to  West h is  Dragons s w if t ly  g lide"
(B, 1 .837). A fte r  th is  l in e  th e  c u rta in s  open, d isco v erin g  a 
tab lea u : "Faustus and M ephistoph ilis  among the  s t a r s . " Faustus
and M eph istoph ilis  then hold a d ia logue, which should have taken 
p lace  e a r l i e r  in  th e  p lay , in  which Faustus questions M ephistoph ilis  
about th e  u n iv erse  (A, 11.612-78). The Chorus r e -e n te r s  and concludes 
h e r speech, beginning  w ith  "He now i s  gone to  proue Cosmogranhy" and 
ending w ith  th e  re fe ren c e  to  th e  papal f e a s t  (B, 11.844-49). Faustus, 
M ephistoph ilis  and a tte n d a n ts  e n te r  carry in g  measuring instrum ents, 
and the  scene in tro d u c to ry  to  th e  papal banquet takes p lace. By 
th e se  arrangem ents Poel thus p reserved  th e  image o f Faustus as a 
g re a t sc h o la r, avid fo r  knowledge.
Of course, in  th e  use which he made o f v is u a l  e f fe c ts  
Poel was working in  accordance w ith  th e  contemporary c r i t i c a l  
a t t i tu d e  to  Dr. Faustus. He streng thened  th e  m iddle scenes o f  the  
p lay  v is u a lly  in  o rder to  r e ta in  th e  image o f Faustus as a g re a t 
and cu ltu red  sch o la r. There was no question  o f th e  middle scenes 
re p re se n tin g  Faustus* degenera tion  o r c o n s titu t in g  a v isu a l c o n tra s t  
to  h is  v e rb a l a s p ira t io n s . Poel h im self saw Faustus as a t i t a n i c  
re b e l. He s ta te s  h is  view o f the  p lay  in  h is  remarks in  th e  
programme fo r  th e  1896 p roduction :
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"The g re a te r  se rio u sn ess which marked the  age o f 
the  Reform ation gives a t r a g ic  d ig n ity  to  th e  
conception o f th e  r e v o lt  o f a human being a g a in s t 
h is  God, and in v e s ts  the  s p i r i t  o f such a de fiance  
w ith what has been t r u ly  c a lle d  a t i t a n i c  c h a ra c te r ."
Some o f th e  rev iew ers o f  Po el* s p roduction , however, seem to  have
been more aware o f th e  m o ra lity  a sp ec t o f Dr. Faustus than i t s
t i t a n i c  a sp ec t. Grein saw th e  p lay  as embodying a c o n f l ic t  o f
conscience;
" . . . .  as i f  I  saw th a t  g re a t a b s tr a c t  power which 
we c a l l  conscience m a te r ia lis e d  befo re  my eyes.
Not fo r  many a day has the  p sy ch ica l s id e  o f a
drama im pressed me so deeper as th e  e ffu s io n s , 
m ostly  in  monologue, o f  the  wretched Faustus". (S .T ,)
Another review er f e l t  t h a t  an a ttem pt had been made " to  arrange the
s ta g e  in  such fash io n  as to  reproduce th e  cond itions o f Marlowe*s
tim e, when th e  drama was j u s t  emerging from i t s  e a r l i e r  form o f
m ystery o r m irac le -p lay"  (M .P.) .  The f a c t  th a t  Dr. F au stu s , in
p roduction , seems to  have come across to  th e  review ers as a m o ra lity
p lay  i s  in te r e s t in g  in  view o f th e  p re v a ilin g  c r i t i c a l  a t t i tu d e  in
th e  l a t e  n in e tee n th  cen tu ry , which saw the  p lay  as a Romantic
m anifesto  o f r e b e l l io n , whereas c r i t i c s  in  the  1940’s and 1950*s
have argued th a t  Marlowe had, indeed, w rit te n  a m o ra lity  p lay .
The Faustus o f  1896, D. L, Mannering, had much d ig n ity  (M .P .), 
bu t was " a t  tim es a l i t t l e  too q u ie t  and undem onstrative" (D .T .) ,  
f o r  example, in  th e  address to  Helen. According to  G rein,
Hubert C arte r, th e  Faustus o f 1904,
155.
"gave a somewhat s t a r t l i n g  read ing  o f  th e  ch a rac te r.
He s tro v e  to  make Faustus a modern man swayed by
fe e lin g s  to  which he gave a wholly u n s tin te d
exp ression . That was an audacious, bu t a happy f e a t ."  (S .T .)
On th e  o th e r  hand, ano ther review er d id  no t f in d  C a rte r’ s a ttem pt
to  be " su b tle  and d e l ic a te ly  expressive" in  accordance w ith h is
own conception  o f Faustus;
"He wants a l i f e  o f u n re s tra in e d  voluptuousness and 
u n lim ited  power. These, su re ly , a re  no t no tions 
p e c u lia r  to  th e  hand-on-brow *coger‘?- " (D.C.)
M eph istoph ilis , played by Dennis Eadie in  1896 and George In g le to n
in  1904, had h is  face  hidden in  a cowl and was given a”su p e rn a tu ra l
a i r "  (M .P.) by means o f an incandescen t l i g h t  w ith in  the  cowl.
The M ephistoph ilis  o f both  actors seems to  have been too gloomy,
E ad ie‘s ,  according  to  Shaw, was "as jo y le ss  and leaden  as a d e v il
need be". C. E. î'bntague o f The Manchester Guardian, found th a t  th e
"unbroken gloom" o f Ing leton*s M ephistoph ilis  " g re a tly  marred one’ s
b e l i e f  in  h is  e ff ic ie n c y  as a tem p ter."
Not a l l  o f th e  rev iew ers were happy about Dr. Faustus as 
a p lay  fo r  th e  s tag e . One rev iew er, h is  assum ptions obviously  
in flu en ced  by contemporary dram atic s tan d ard s, remarks th a t  D r .F a u s tu s  
h a rd ly  repays Poel fo r  h is  tro u b le , "from th e  modern p o in t o f  view ", as
" th e  p r im itiv e  methods employed in  th e  s ix te e n th  cen tury  
to  s e t  fo r th  the  s to ry ; the  lu d ic ro u s id eas  which -ohen 
ob tained  of humorous r e l i e f ;  th e  c h i ld - l ik e  dependence 
upon a kind o f (p ro v in c ia l)  pantomime and e f f e c t  o f 
horned and hoofed d e v ils  a g a in s t a LAVISH DISPLAY OF 
RED FIRE, a l l  t h i s  makes dead a g a in s t the  audience o f to d ay ."  (D,M.)
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Another review er found the  whole production  poor and no t 
"so v a lu ab le  o r  a t t r a c t iv e "  (D.G.) as P o e l’ s p roduction  o f 
Everyman. He considered th a t  Dr. Faustus d id  no t need d isco v erin g , 
fo r  i t s  " ’ m ighty l i n e s ’ a re  in  a thousand an tho log ies"  -  a s tro n g  
in d ic a tio n  o f th e  a t t i tu d e  which valued th e  p lay  fo r  i t s  f in e  p ieces  
o f d e tachab le  p oe try .
However, some o f th e  review ers were more favourab ly  
disposed  towards Dr. Faustus as a p lay  fo r  th e  th e a tre .  Shaw, a f t e r  
s l a t in g  Marlowe as " the  t ru e  E lizabethan  b lank -verse  b e a s t" , gave 
a very  favourab le  account o f th e  production . The p roduction  d id  
n o t bore him, as a read ing  o f  -che p lay  "w ithout skipping" d id .
He approved h ig h ly  o f P o e l’ s E lizabethan  method o f p roduction  and
considered  th a t  i t  would be s u i ta b le  fo r  o th e r  p lays . For G rein,
P o e l’s p roduction  of  Dr. Faustus proved
"how poignant a p lay  may be d e sp ite  o f an alm ost
e n t i r e  absence o f re g u la te d  com position. I f  Faustus 
were a p lay  o f  today we should c a l l  i t  an i l l -  
co n stru c ted , a spasmodic drama redeemed by thought, 
language, and moments o f g rea t t r a g ic  fo rc e ."  (S .T .)
P o e l’ s p roduction  o f Dr. Faustus revealed  th e  im portance 
o f v isu a l  e f fe c ts  in  th e  p lay  and proved th a t  i t  could be ac ted  in  
th e  modern age. The success o f h is  production  was, I  th in k ,p a r t ly  
due to  h is  use o f a p la tfo rm  stage  and E lizabe than  methods o f 
p roduction . Shaw p o in ts  ou t th a t
"we a re  le s s  conscious o f  the  a r t i f i c i a l i t y  o f th e  s tag e  
when a few w ell-understood  conventions, a d ro i t ly  
handled, a re  s u b s ti tu te d  fo r  an a ttem pt &t an 
im possib le scen ic  v e r is im ili tu d e ."  (S .R .)
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P o e l’ s methods o f  s ta g in g , however, had a lso  th e  adverse e f f e c t  
o f encouraging th e  rev iew ers to  see th e  p roduction  o f  Df. Faustus 
as o f c h ie f ly  a n tiq u a ria n  in te r e s t .  One review er remarks th a t
"The i l lu s io n  o f drama was h a rd ly  produced, and i t  
was e v id e n tly  th e  in te n t io n  th a t  th e  sp e c ta to rs  
should a l l  along be aware th a t  they  were w itnessing  
th e  p lay  o r show o f  a bygone age."  ( K P .)
The p lea su re s  o f th e  p roduction  d e ta ile d  by Montague were a n tiq u a ria n
d r  academic: " th e  p lea su re  o f judging th e  e f f e c t  o f th e  E lizabethan
platfo rm  s ta g e " , fo r  example, and " th e  p leasu re  o f seeing  what i t
was -  as near as we can go -  th a t  gave people the  p lea su re  o f the
th e a tre  in  th e  "spacious days’ . "  (M.G. ) P o e l’ s p roduction  was in
th e  E lizabe than  manner o f s e t  purpose in  o rder to  show th e
advantage o f  E lizabe than  s ta g in g  fo r  E lizabethan  p lay s . He succeeded
in  h is  aim. But i t  i s  a p i ty  th a t  no t many l a t e r  p roductions o f
Dr. Faustus have managed to  g e t away from the  "museum-piece"
atmosphere engendered by th i s  p lay .
Edward I I  im pressed th e  rev iew ers as a p lay  fo r  th e  stage
more h ig h ly  than  d id  Dr. F au stu s. This c o n tra s t  confirm s the
opin ion  o f those  l i t e r a r y  c r i t i c s  who have regarded Edward.11 as 
th e  most "dram atic" o f Marloxve’ s p lay s . According to  one rev iew er, 
Edward I I  " is  a f in e  p lay  to  read . I t  i s  an even f in e r  p lay  to  
see a c te d ."  (M .P.) Another review er remarked th a t
"The p lay  i s ,  indeed, such a f in e  one, and in s  f in e  
dram atic q u a l i t ie s  a re  so much more apparent in  the  
re p re se n ta tio n  than  in  th e  read ing , th a t  i t  i s  
rem arkable th a t  i t  has never befo re  been produced in  
our t i m e  " (W, G, )
None o f th e  rev iew ers seems to  have ob jec ted  to  th e  th e a t r i c a l
re p re se n ta tio n  o f  Edward I I .
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Poel a ttem pted an approxim ation to  E lizabe than  s ta g in g  
in  h is  p roduction , bu t Robert S peaigh t, in  W illiam Poel and the  
E lizabe than  R evival (1954), p o in ts  ou t th a t
"A f u l ly  E lizabe than  production  was n o t p o ss ib le  
a t  th e  New T heatre; so Poel rep laced  h is  ba lcony  
by a ra is e d  p la tfo rm  which could be screened o f f ,  
when re q u ire d , from th e  fo re s ta g e . " 16
The M anchester Guardian was s tro n g ly  in  favour o f P o e l’ s method of
s ta g in g  Edvard I I .  He found P o e l’ s use o fth e  f ro n t  stage  and the
ra is e d  s tag e  " a s to n ish in g ly  adequate fo r  every e f f e c t  o f a r t " ,  and
th a t
" the  i n t e r io r  scene lends i t s e l f  adm irably w ell to  
th e  most s tu d ied  c r a f t  o f  th ese  perform ers -  
namely p i c to r ia l  grouping. The d e lica cy  and 
f i tn e s s  w ith  which th i s  was c a rr ie d  ou t today 
was an unspeakable r e l i e f  a f t e r  th e  c o s t ly  and 
cumbrous crowds o f th e  o rd in ary  Shakespearean 
p lay , and th e  stage  b a t t l e ,  w ith  i t s  few combatants 
m eeting in  a kind o f id e a lis e d  scrimmage and qu ick ly  
p ass in g , was f e l t  a t  once to  be no t only the  Tudor 
way, a rc h e o lo g ic a lly  c o r re c t ,  b u t th e  r e a l  way, so 
th a t  no one could again  bear th e  abominable Tussaud- 
l ik e  m otion less tab leau x  o f b a t t l e  favoured by the  
vu lgar th e a tre .  "
The i n te r io r  scene was used f o r  c o u rt, b a t t l e  and dungeon scenes.
Edward was played by H arley G ranv ille -B arker, whose 
conception o f th e  ro le  was " sc h o la rly  and in te l l ig e n t"  (T .) ,  bu t 
incom plete. He "brought ou t w ith  considerab le  f e e l in g  th e  weak and 
v a c i l la t in g  s id e  o f the  c h a ra c te r" , bu t " in  h is  dying Edward th e re  
was no touch o f m ajesty" (T .) .  One review er f e l t  t h a t  he made th e  
k ing "u n n ecessa rily  contem ptible" and " sc a rc e ly  gave proper e f f e c t
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to  those  o u tb u rs ts  o f s p i r i t  which th e  t e x t  c le a r ly  in d ic a te s "  (M .P .),
fo r  example, th e  l in e s ,  "T e ll I s a b e l l  th e  Queene .......... " (11.2516-18).
G ranv ille-B arker d id , however, p o rtra y  su c c e ss fu lly  th e  ageing of 
th e  k ing , an ageing viiich some c r i t i c s  have f e l t  th a t  Marlowe d id  
no t re p re se n t adequate ly  because o f th e  need to  compress many years 
in to  an ap p aren tly  b r ie f  compass of tim e. According to  one rev iew er, 
he appeared in  th e  f i r s t  p a r t  o f th e  p lay , up to  h is  v ic to ry  over 
th e  barons, as "young, f e b r i l e ,  jau n ty , and amorous", and in  th e  
second p a r t ,  a f t e r  the  in te r v a l ,  as " the  same man, o ld e r and 
shrunken w ith  sorrow and th e  sense o f h is  own im potence." (M.G. ) .
Shakespeare Stex^art, ap p aren tly , played Gaves ton as too 
lig h tw e ig h t and comic a c h a ra c te r . He played him "perhaps too much 
in  th e  r e in  o f l ig h t  comedy" and "hard ly  endowed him vrith th a t  
grave and personal charm", which a re  necessary  to  exp la in  Edward’s 
in fa tu a t io n  (T .) .  The homosexual theme was pjayed doxm, and th e  l a s t  
te n  l in e s  o f  Gavesto n ’ s speech (11.51 -  7 l)  on the  p leasu resw ith  
which he w il l  amuse th e  King were om itted  in  deference  to  p ro p rie ty . 
Percy Anstey played Young Mortimer "s trong ly"  and "w ith a 
s ig n i f ic a n t  and im pressive la c k  o f g e s tu re " , bu t " fa i le d  to  r i s e  
to  the  poetry" o f h is  fa re w e ll to  the  Queen (T .) .
Although Poel, in  th e  main, t r e a te d  Marlowe’s te x t  w ith 
re s p e c t, he cu t I s a b e l l a 's  speeches in  o rder to  fo rce  the  c h a ra c te r  
in to  consistency . Lines showing her s tro n g  a i'fe c tio n  fo r  th e  k ing
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and l in e s  showing th e  barons' awareness o f her emotion were om itted , 
so th a t  I s a b e l la  was "p resen ted  from the  f i r s t  as l ig h th e a r te d  and 
shallow , incapab le  o f  any genuine fe e lin g "  (T .) .  This seems to  
me to  be an i l l e g i t im a te  method o f d ea lin g  w ith th e  d i f f i c u l t i e s  
p resen ted  by th e  Queen's change o f  c h a rac te r . There a re  one o r 
two in d ic a tio n s  in  the  t e x t  o f th e  movement o f I s a b e l l a 's  fe e lin g s  
away from Edward and towards I'’îo rtim er (e .g . 11.1157-61 and 1618-22), 
which an a c t r e s s ,  in  th is  case Madge Flynn, couJ.d make much o f.
One rev iew er, however, found th e  p o r tra y a l o f th e  Queen " p e r fe c tly  
te n a b le " , though no t rhe  only read ing  o f th e  c h a ra c te r : "She was
a l i g h t  lady , p e r f e c t ly  c a llo u s  and g rac ious, who liv e d  and went 
to  he r death  alm ost in  the  s ty le  o f  h igh comedy, re c k le ss  o f t r u th  
o r men's l iv e s "  (M.G.) .
The business in troduced  in to  rhe production  seems to  have
17been e f f e c t iv e ,  th e  murder scene being p a r t ic u la r ly  w ell con trived .
The production  as a whole, "though o c ca s io n a lly  somewhat laclcing 
in  in s p i r a t io n ,  was c a re fu l and sc h o la r ly  throughout" (T .) .
The success o f  P o e l 's  % rlow e p roductions may have 
encouraged Frank Benson to  p re se n t Edward I I  a t  Stratford-upon-A von 
as p a r t  o f th e  Shakespeare F e s t iv a l  in  1905. He may have been 
encouraged, to o , in  h is  choice o f  ro le  by h is  success as Richard I I ,  
which was one o f  h is  b e s t  p a r ts ,  and which he was a lso  p lay ing  in  th e  
F e s t iv a l .  Benson's p roductions tended to  be t r a d i t io n a l  and as 
la v is h ly  p i c t o r i a l  as he could a ffo rd  to  make them. He took g re a t care
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in  d re s s in g  Edxfard I I . "costumes and armour being as n e a rly  as 
p o ss ib le  th o se  o f  th e  period" ( S . t h a t  i s ,  th e  medieval 
pe riod  in  which the  p lay  i s  s e t . The production , which opened 
on A pril 28 th , was received  w ell by rev iew ers. Benson ap p aren tly  
p o rtrayed  Edward as a s tro n g e r c h a ra c te r  than G ranv ille-B arker 
had done: du ring  th e  e a r l i e r  p a r t  o f th e  p lay  he
" s t r ik e s  a deeper and s tro n g e r no te  than  seems 
apparen t in  ^larlowe’ s k ing . He i s  no t so much 
the  i r r e s o lu te  weakling who can only  fond le  
Gaveston and d e rid e  h is  nob les , as the  k ing who 
would be a man and a r u le r  had he power to  over­
awe the  barons and enforce h is  w i l l .  So f a r  
Mr. Benson's read ing  was decided ly  in te r e s t in g ,  
though i t  tended to  weaken th e  main motive of 
Edward' s tro u b le s " . ( B.G.)
Montague, in  The Manchester Guardian, made an in te r e s t in g  comparison
between Benson's Richard and h is  Edward. Remarking upon th e
pathos which Benson drew ou t o f " th a t  su b tly  imagined f ig u re  of
a good a r t i s t  blended w ith an in e f f i c i e n t  King", Montague continues
"T o -n iÿ it he has essayed a p a r t  le s s  complete, 
b u t fo r  him, no t e a s ie r ,  s in ce  in  th e  more 
d i r e c t  and in te n se  poignancy o f Marlowe's 
c h a ra c te r  Mr. Benson's modern n ic e ty  o f 
p sycho log ica l d isc rim in a tio n  has served him
l e s s   In  Edward's occasional moments o f
in tro s p e c tio n  Benson was adm irable. "
L a te r c r i t i c s  would probably  argue, and l a t e r  p roductions o f
Edxfard I I  have shown, th a t  th e re  i s  no t so g rea t a d if fe re n c e  in
s u b tle ty  o f c h a ra c te r iz a tio n  between Richard and Edward as I-bntague
im p lies .
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C larence D erw ent's Gaveston  was somewhat inadequate.
He was " n e ith e r  q u ite  th e  cunning u p s ta r t  nor the  faun ihg  sycophant", 
though he grasped something o f  th ese  elem ents o f  G aveston 's 
c h a ra c te r  ( B, G. ) . A rthur IVhitby, as Young Mortimer, however, 
blended " the  haughty noble and th e  b lu f f  s o ld ie r  uo adm irable 
e f f e c t" ,  end h is  whole performance was " in s t in c t  w ith s tre n g th  and 
f i r e  and p a ss io n ."  (B. G. ) .  The v ic io u s  element i s  I s a b e l l a 's  
c h a ra c te r  in  th e  l a t t e r  p a r t  o f the  p lay  seems to  have been so ftened . 
G ertrude S c o tt gave a charming r e a l iz a t io n  o f th e  moods o f 
Edx^ard's f a i r  consort"  (B. G. ) ,  and
"Admirably d id  she co n triv e  to show th a t  I s a b e l la  
d id  no t connive a t  he r husband 's d ea th , and
p ite o u s ly  d id  th i s  Queen p lead  th a t  h e r so n 's
sentence upon h e r s e l f  might be revoked ." (S .)
Montague, however, found th a t  G ertrude S c o t t 's  I s a b e l la  "was a
somewhat enigm atic blend o f  th e  tragedy  queen and th e  minx", bu t
th i s  f a c t  he a sc rib e s  to  th e  d i f f i c u l t y  in h e ren t in  th e  p lay .
C y ril K eighthey 's Kent was popular v â th  th e  audience. Kent seems
to  have made a s tro n g e r  im pression on th e  s tag e  than he does in  a
read ing  o f  the  play':
" the  m a r tia l  c h a ra c te r  o f h is  whole bearing , h is  
d e te s ta t io n  of th e  re b e llio u s  barons and h is  
weakly b ro th e r , were shoxvn in  l in e s  fo rc ib le  and 
convincing ly  spoken ." (S .H .)
I  would n o t, however, go so f a r  as to  say th a t  Kent h a te s  h is  b ro th e r ,
o r , w ith th e  exception  o f  Mortimer a t  th e  end o f  th e  p lay , uhe
barons.
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Benson's p roduction  o f Edward I I  proved th a t  the  p lay  
could be su c c e ss fu lly  staged  in  a non-E lizabethan  mannef. Contra 
P oel, he made use o f in te rv a ls  between th e  scenes, bu t made up 
fo r  th e  lo s s  o f r a p id i ty  e n ta ile d  by "a s k i l f u l  te le sc o p in g ” (K  G. ) 
o f th e  f i r s t  th re e  a c ts  in to  two. Benson's p roduction , l ik e  
P o e l '8 rev ea led  th e  d ram atic  q u a li ty  o f Edward I I  in  a way th a t  no
read ing  o f th e  p lay  could p o ss ib ly  do. Montague found uhat
"the  performance brought in to  r e l i e f  th e  dram atic 
v igour o f th e  th re e  e a r l i e r  a c ts  o f the  p lay  as a 
tu s s le  between contending fo rces. Ihe v ic is s i tu d e s  
o f  the  s tru g g le  between th e  in flu en ce  o f  î>brtimer 
and fh a t  o f  the  King were s u rp r is in g ly  e x c itin g . " (M. G . )
Benson's Edward I I  was th e  only p ro fe s s io n a l Marlowe 
p roduction  in  England between 1818 and 1940, a lthough during  
th e  f i r s t  f o r ty  years o f  t h i s  century  Marlowe gained a secure 
p o s it io n  in  amateur and academic th e a t r i c a l  c i r c le s .  ^9 But th e  
f a c t  th a t  Marlowe's p lays were a t  l a s t  being produced on the  
modern s tag e  in fluenced  only a very  few o f the  l i t e r a r y  c r i t i c s  in
th e  e a r ly  tw e n tie th  cen tury . When th e  dram atic q u a l i t ie s  o f h is
p lays were d iscu ssed , i t  was u su a lly  from the  l i t e r a r y  o r h i s to r ic a l  
p o in t o f view. During th e  e a r l i e r  years o f t h i s  cen tu ry  c r i t i c s  
gained knowledge o f th e  cond itions o f  th e  E lizabe than  th e a tre  and of 
th e  conventions and t r a d i t io n s  o f  E lizabethan  drama, so th a t  Marlowe 
was seen to  be more adequate as a p layw right than  had been r e a l is e d  
in  th e  p a s t -  b u t fo r  ohe th e a tre  and audience o f  h is  own day.
Only a few c r i t i c s  took a genuine i n t e r e s t  in  th e  p o s s ib i l i ty  o f 
modern Marlowe p roductions.
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Much o f the c r i t ic is m  of the f in  de s ie c le  and the  f i r s t  
th re e  decades o f the  tw en tie th  century  was in  the  rom antic, p o e tic  
ve in . C r it ic s  continued to  concentra te  on Fiarlowe's plays p rim arily  
as dram atic poems. P a r t ic u la r ly  n o ticeab le  i s  th e  l in e  o f c r it ic ism  
which derives from Symonds* concept o f L'Amour de L 'Im possible as 
the  keynote o f I%rlowe's p lays. The appeal o f Marlowe's heroes as 
supermen was re in fo rced  by the  N ietzschean concept of the  superman 
and the  "w ill to  power". The follow ing ty p ic a l statem ents from 
some of the  most im portant c r i t i c s  o f Marlowe in  the  c losing  years 
o f  the  n ine teen th  century and the ea rly  tw en tie th  century w ill  serve 
to  i l l u s t r a t e  the  predominant rom antic view of Marlowe's p lays:
" W ill, or  f o r c e ,  o r  p a s s io n , fr e e d  from th e  r e s t r a in t é  - 
o f  C onscience and Law, was th e  m otive  o f  a l l  h i s  
dram atic co m p o sitio n , and h is  work shows a t  once uhe 
s tr e n g th  and w eakness w hich comes from th e  determ ined  
p u r s u it  o f  a s in g le  p r in c ip le  o f  a r t . "
20(W. J . Courthope, A H isto ry  o f E nglish Poetry . 1897):
o f Tamburlaine.
"Now, fo r  the  f i r s t  tim e, d id  undaunted genius 
dare to question  the  c r e d ib i l i ty  o f creeds and 
th e  d iv ine  r ig h t  o f kings.' With ru th le s s  and 
in so len t lo g ic  d id  Tamburlaine expose the  
imaginary s tre n g th  o f a l l  these  s p i r i tu a l  th in g s 
as compared with the  m ate ria l r e s u l ts  o f human power.*",
and o f Barabas in  The Jew of M alta.
"the  greed fo r  rich es i s  sublim ated and even ennobled"
(John K. Ingram, C hristopher Marlowe and h is  A sso c ia tes .1904); 22
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o f Dr. F austu s.
"Few m asterp ieces o f  any age in  any language can 
stand  beside  th i s  t r a g ic  poem -  i t  i s  hard ly  the 
s tru c tu re  o f a p lay  -  fo r  the q u a li ty  o f t e r r o r  
and splendour, fo r  in te n s i ty  o f purpose and 
su b lim ity  o f n o te ."
(A. C. Swinburne, The Age of Shakespeare. 1908),
and
"broken to rso  th a t  i t  i s ,  th e re  i s  a grandeur 
beyond d e sc r ip tio n  in  t h i s  conception o f the 
lo n e ly  grace-abandoned sch o la r .......... "
(F e lix  S ch e llin g , E lizabethan  Drama. 1908); ^
"Marlowe's theme i s  th e  i n f in i t e  s p i r i t  o f man . . . .
He a n tic ip a te s  N ie tz sc h e 's  Superman in  alm ost 
every p a r t ic u la r" .
(Ja n e t Spens, E lizabethan  Drama. 1922);
Marlowe considers
"the  immutable element in  man, th e  s p i r i t  o f man 
which can be matched a g a in s t th e  un iverse" .
(Una E llis-F erm or, C hristopher Marlowe, 1927).
As in  the  p a s t, Edward I I  was considered to  be the  b e s t o f Marlowe's 
dramas as a p lay , bu t i t  i s  s ig n if ic a n t  th a t  Ingram and Una E l l i s -  
Fermor, two of the  c r i t i c s  who most g lo r if ie d  Marlowe in  th e  e a r ly  
tw e n tie th  cen tury , found th is  p lay  le s s  appealing than Tamburlaine,
Dr. Faustus and llie  'Jew o f Malta. The a t t i tu d e  which valued 
"pure poetry" above dram atic a r t  was s t i l l  c u rren t. I t  i s  apparent 
as l a t e  as 1931 in  J . M. R obertson 's Marlowe. A Conspectus: Marlowe
conceived
"something more id e a l  than  drama, th e  p h ilo so p h ica l J
dram atic poem, which cannot be re a lis e ^ d  w ithout 
malting drama miss i t s  compulsory mark. " 27
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Had th e  c r i t i c s  quoted above thought o f Marlowe more in  terms o f 
th e  th e a tre ,  they  would probably have found some o f th e  views 
which they  put forward -  views which demand an idea lism  no t 
p o ss ib le  in  th e  th e a tre ,  where the  ph y sica l and the v isu a l p lay  an 
im portan t p a r t  in  th e  t o t a l  dram atic e f f e c t  o f a p lay  -  le s s  
f e a s ib le . But changes in  c r i t i c a l  o r ie n ta t io n  cannot be expected 
to  take p lace  overn igh t, and even by 1930 th e re  had no t been 
s u f f ic ie n t  Marlowe productions to  in flu en ce  the  c r i t i c a l  clim ate  
to  any g rea t e x te n t.
Many c r i t i c s  during  th e  f i r s t  th re e  decades o f the  
tw e n tie th  cen tury , as in  th e  n in e teen th  cen tury , evaluated  Marlowe's 
dram atic, achievement' in. terms o f contemporary J ' r e a l i s t i c l  
dram atic standards. Contemporary d ram a tis ts  p laced importance 
upon a w e ll-co n stru c ted  p lo t  and p sycho log ica lly  c red ib le  
c h a ra c te r iz a tio n . The in flu en ce  o f such standards on the  
assumptions o f  Marlowe's c r i t i c s  can be seen in  adverse c r i t ic is m  
o f h is  p lays. G.G. Smith, fo r  example, in  The Cambridge Hisbry o f 
E ng lish  L ite ra tu re  (1910), remarks th a t
"we are  on s a fe r  ground fo r  the  a p p rec ia tio n  o f 
Marlowe i f  we approach him from the  l i t e r a r y  s id e .
Though he served E nglish  drama su rp r is in g ly  w ell 
by giving i t  body and momentum, he fa re ly  sup p lies  
a model in  th e  te c h n ic a l i t i e s  o f  th a t  genre. This 
i s  made c le a r , no t only by th e  lack  o f v a r ie ty  in  
the  choice o f c h a ra c te r  and in  the  s e t t in g  and 
c o n stru c tio n , but by th e  absence o f dram atic 
development in  th e  p o rtra y a l o f h is  heroes. What 
development we f in d  i s  th e  outcome o f a pu re ly  
l i t e r a r y  p rocess, showing eloquence ra th e r  than 
a c tio n , a s t a te ly  e p ic a l movement ra th e r  than the  
p lay w rig h t's  su rp r ise s  o f s i tu a t io n  and c h a ra c te r ."  28
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For Una E llis-F erm or, Tamburlaine shows "no p rog ress, c r i s i s  o r 
s o lu t io n ." Some o f the  terms used by the  c r i t i c s  a re  more 
a p p lica b le  to  th e  drama o f the  e a r l ie r  tw e n tie th  centUiy than to  
the  E lizabethan  drama. Many o f the  c r i t i c s  were no t s u f f ic ie n t ly  
aware o f E lizabethan  dram atic  conventions and norms. The E lizabethan  
d ram a tis ts  aimed to  te l l  a s to ry  on the  stage  from beginning to  end 
and th e  development of th e  p lo t  tended to  be l in e a r .  For them a 
form al d iv is io n  in to  a c ts  was o ften  extraneous to  th e  ep isod ic  
s t ru c tu re  o f th e i r  plays and th e  despised  -  by the  c r i t i c s  -  
d iv is io n  in to  scenes much more re le v a n t. As to  " su rp rise s  o f 
s i tu a t io n " ,  th e  E lizabe than  audience was conditioned to  being more 
in te re s te d  in  how th in g s were done than  in what happened next.
The concepts o f development o f c h a rac te r and " su rp r ise s  ......... o f
c h a ra c te r" , too , a re  more re le v a n t to  modem psycholog ical drama 
than  to  E lizabethan  drama, in  which c h arac te rs  tended to  be more 
ty p ic a l .  P a r t o f the  d i f f i c u l ty  la y  in  the  f a c t  th a t  Shakespeare 's 
p lays could, to  some e x te n t, be evaluated in  terms o f contenporary 
dram atic standards in  m atte rs  o f co n stru c tio n  and c h a ra c te r iz a tio n . 
Hence, th e  c r i t i c s  assumed th a t  the  plays o f h is  contem poraries 
were a lso  measurable a g a in s t Shakespearean, o r modem, s tan d ard s.
Of Marlowe's p lays , only Edward I I  could, to  some e x te n t, be 
evaluated  in  modern term s. S ch e llin g , fo r  example, d isc u ss in g  th is  
p lay , remarks th a t
168.
"I4arlowe' s i s  th e  a r t i s t ' s  method o f s e le c tio n  
and r e je c t io n , in  th e  employment o f which a 
se v e re r  and t r u e r  lo g ic  i s  imparted to  the  
form ation o f ch a rac te r  and to  th e  sequence of 
event than  can ever be p o ss ib le  in  l i f e .
C losely  a l l i e d  to  th is  i s  Marlowe's dram atic 
a p ti tu d e , exh ib ited  in  minor d e ta i l s  as w ell as 
in  the  la rg e r  l in e s  o f h is  su b je c t."  30
Some s t r i c t e r  c r i t i c s  were no t s a t i s f ie d  even w ith Edward I I
as a p lay .
The dram atic c r i t i c s ,  W illiam Archer and Harley G ran v ille - 
B arker, made th e  same adverse c r itic ism s  o f Marlowe as a p layw right 
as the  pu re ly  l i t e r a r y  c r i t i c s ,  bu t they  were in  a p o s it io n  to 
make them more s t r in g e n t ly ,  because they  were so much more aware 
o f th e  requirem ents and standards o f th e  modern th e a tre .
T. S .E lio t  commented in  "Four E lizabethan  D ram atists" (1924) th a t  
the  two types o f c r i t i c  of th e  E lizabethan  drama, as exem plified 
by Swinburne and Archer, reached the  same conclusions:
"The d iffe re n c e  between th e  people who p re fe r  
E lizabethan  drama, in  s p i te  o f what they admit 
to  be i t s  dram atic d e fe c ts , and the  people lAo 
p re fe r  modern drama although acknowledging th a t  
i t  i s  never good p o e try , i s  com paratively 
unim portant. For in  e i th e r  case you are  
committed to  the  opinion th a t  a p lay  can be 
good l i t e r a t u r e  bu t a bad p lay  and th a t  i t  may 
be a good p lay  and bad l i t e r a t u r e  -  o r e lse  th a t  
i t  may be o u ts id e  o f l i t e r a t u r e  a lto g e th e r . " 31
In The Old Drama and the  New (1923) Archer perhaps o v e rs ta ted  h is
c a se  a g a in s t  th e  E liz a b e th a n  drama as drama b eca u se  o f  h i s  p a s s io n a te
concern to  j u s t i f y  contemporary drama. He f e l t  th a t
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"the  people who e x to l the  sem i-barharous drama o f 
the  minor E lizabethans as v a s t ly  su p e rio r to  the  
drama o f today have no conception of the  tru e  
essence o f drama, and found th e i r  opinion ( in  so 
f a r  as i t  has any r a t io n a l  foundation  a t  a l l )  on 
a pa lpab le  confusion between drama and ly r ic  p o e try ." 32
He considered th a t  the  modern d ram a tis t had to  ex erc ise  g re a te r
in te l l ig e n c e  and s k i l l  in  w ritin g  a p lay  than had h is  E lizabethan
fo reb ear:
"The p la tfo rm  s tag e , im perfec tly  lo c a lis e d  end 
w ith no p ic to r ia l  background, le n t  i t s e l f  fo 
what may be c a lle d  go-as-you-p lease  drama, 
f u l l  o f copious rh e to r ic  and unchastened 
humour, w ith sc a rc e ly  any a r t  o f co n stru c tio n  
o r arrangement. Under such cond itions, the  
w ritin g  o f a passab le  p lay  demanded l i t t l e  of 
what we should now c a l l  sp ec if ica lly ^ d ram a tic  
ta le n t .  " 3 ^  3
A rcher's  fu lm inations were to  be answered by T. S. E l io t ,  in
"Four E lizabethan  D ram atists" , and by M. C. Bradbrook. In  view of
h is  opin ions, i t  i s  no t s u rp r is in g  th a t ,  fo r  Archer, Marlowe
"was a g rea t poe t, and m ight, had he liv e d , have 
grown in to  a g rea t d ram a tis t. But i t  i s  ev iden t 
than  in  h is  work the  d i f f e r e n t ia t io n  between epic 
and drama i s  as je t im p erfec tly  accomplished. " 34
G ranville-B arker, in  On Dramatic Method (1931), a lso  found Marlowe
inadequate as a d ram a tis t, d e sp ite  th e  f a c t  th a t  he had h im self
played the  king in  P o e l 's  p roduction  o f Edward I I . fo r
" I t  never occurred to  Marlowe to  s a c r i f ic e  the  
in te g r i ty  o f h is  poetry  to  the  demands of th e  
p lay  as a p lay ."  35
Archer and G ranville-B arker d id  no t take in to  s u f f ic ie n t  co n sid era tio n
E lizabethan  dram atic conventions.
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The o th e r s id e  o f the  coin to  the  eva lua tion  o f 
E lizabethan  p lays in  contemporary dram atic term s, which, in e v ita b ly , 
found them d e f ic ie n t ,  was the  growing ap p re c ia tio n  o f E lizabethan  
p o e tic  drama in  terms o f  i t s  own conventions, th e a tre  and audience. 
John Le Gay B rereton , in  h is  essay on "Marlowe's Dramatic A rt 
S tudied In  His Tamburlaine" (1925), argues, in  opposition  to  
c r i t i c s  l ik e  William Archer, fo r  the  v a l id i ty  o f p o e tic  drama 
as drama:
" I f ,  as some c r i t i c s  m aintain , the  drama must be 
r e a l i s t i c ,  and i f  i t  i s  tru e  th a t ,  even i f th e  
events be chosen and ordered to  i l l u s t r a t e  an 
id ea , th e  r e s u l t  must be a p la u s ib le  p ic tu re  o f 
l i f e  as we know i t  in  e x te rn a ls , then , except to  
a c e r ta in  degree in  Edward th e  Second, I  suppose, ’
Marlowe -  one cannot say f a l l s  sh o rt o f, but 
r a th e r  goes beyond th e  l im i t .  I f  th e re  be no such 
th in g  as p o e tic  drama, bu t only drama ru ined  by 
th e  in tro d u c tio n  o f po e try , Marlowe must be ranked 
w ith the  o ffenders. But to  my mind th is  conten tion  
i s  absurd; the  theo ry  i s  co n trad ic ted  by th e  f a c ts .
The p o e tic  d ram a tis t c re a te s , o r may c re a te , h is  
own world, in s tead  o f r e f le c t in g  a c tu a l i t i e s .  His 
im agination may p re se n t the  t r u th  sym bolically , 
in s tea d  of fa c ts  r e a l i s t i c a l l y .  " 36
Rupert Brooke, in  John Webster and th e  E lizabethan  Drama (1916), in
which he d iscu sses  Marlowe in c id e n ta lly , perceives the  importance
o f see ing  an E lizabethan  p lay  in  E lizabe than  term s:
"a good E lizabethan  p lay  i s  a p lay  th a t  would have 
beengood in  E lizabe than  tim es; no t a p lay  th a t  i s  
good to  u s, w ith our d i f f e r e n t  id e a s ."  37
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Even in  E lizabe than  term s, however, Brooke f e l t  t h a t  Marlowe 
"was not a d ran a tis t in  th e  way the  o th e rs  were"; he was r a th e r  
"a l y r i c  w r i te r  using  drama" and one to  whom p lo t  was n o t im portan t. 
But Brooke does n o t say th a t  Marlowe was a bad d ram a tis t; he sees 
him as w ritin g  a sp e c ia l  k ind o f drama and recogn ises a u n ity  in  
h is  p lays in h e re n t in  t h e i r  language and s t ru c tu re ,  a p a r t  from 
the  u n ity  provided by th e  hero :
"Each scene he works up in to  an in te n se  sp lend id  
l y r i c .  They a re  o f d i f f e r e n t  k in d s, bu t pu t to g e th e r  
they  have u n ity . The whole i s  a l y r i c  drama." 39
B rooke's rec o g n itio n  of th e  p a r t  p layed by po e try  in  th e  dram atic
s t ru c tu re  o f Marlowe's p lays i s  im portan t and i t  p o in ts  forward
to  M, C. B radbrook's conclusions about th e  s tru c tu re  o f
E lizabethan  tragedy . I t  i s  s ig n i f ic a n t ,  too , th a t  Brooke speaks
o f a " ly r ic  drama", n o t a "dram atic  poem".
During th e  e a r l i e r  years o f  th e  tw e n tie th  cen tu ry , th e  
growing awareness o f th e  t r a d i t io n s  and conventions o f  E lizabethan  
drama i s  r e f le c te d  dn c r i t ic is m . C, V. Boyer, fo r  exam ple,in 
The V il la in  as Hero in  E l i zabethan Tragedy (1914)> remarks th a t
"We can b e s t exp la in  Barabas by f i r s t  accounting 
fo r  th e  scenes o f  h o rro r  whose atmosphere permeated
alm ost th e  e n t i r e  t r a g ic  drama o f th e  s ix te e n th
century"
and which r e f le c te d  th e  s p i r i t  o f the  tim es, th e  in flu en ce  o f 
M achiavelli and o f Seneca. F. S. Boas, in  h is  e d it io n  o f 
Dr. Faustus (1932), p e rce iv es the  t r a d i t io n a l  fu n c tio n  o f  th e  low 
comedy in  the  p lay  and th a t  i t  i s  no t so extraneous to  th e  main 
p lo t  as had been thought:
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"The two mock co n ju ra tio n  scenes .........  ( I I . i i i  and
I I I . i i i )  ca rry  on th e  t r a d i t io n ,  th a t  was as
o ld  as Fulgens and L ucres, alm ost a cen tu ry  b e fo re ,
o f  an u n d erp lo t th a t  i s  a burlesque o f th e  main a c tio n . " 42
M. C ,B radbrook's Themes and Conventions of E lizabe than  Tragedy (1935)
i s  th e  cu lm inating  work on th e  conventions o f E lizabe than  drama in
ühe period  d iscu ssed  in  t h i s  chap ter. Miss Bradbrook shows in
what th e  conventions of E lizab e th an  tragedy , though they, wefe no t
form ulated , c o n s is t ,  and she i l l u s t r a t e s  in  d e ta i l  hoM they  were
used. Her whole book i s  a r e f u ta t io n  o f A rcher's  arguments a g a in s t
th e  E lizab e th an  drama as drama. Miss Bradbrook's conclusions as to
th e  na tu re  o f  E lizabe than  conventions o f a c tio n , c h a ra c te r iz a tio n
and speech threw  new l ig h t  on Marlowe and S hakespeare 's o th e r
contem poraries and helped tD re fu te  some o f th e  adverse c r i t ic is m s
o f t h e i r  p lay s . For example, s in c e , as 14iss Bradbrook shows, the
" cum ulative p lo t"  was one o f t ie  normal methods o f dram atic  
43c o n s tru c tio n , Marlowe's use o f i t  can hard ly  be ob jec ted  to .
Miss Bradbrook defends Tamburlaine in  terms o f the  conventions o f 
a c tio n  which she has d efin ed . She would agree w ith many e a r l i e r  
c r i t i c s  th a t  1 Tamburlaine
" is  in  f a c t  more l ik e  a pageant than th e  modern 
idea  of a p lay . I t s  c e n tr a l  theme (T am burlaine 's 
' t h i r s t  o f r e ig n ')  i s  h ig h ly  g en era lized , i t s  
fe e l in g  dehumanized and i t s  a c tio n  co nven tiona l,"
bu t she a lso  r e a l is e s  th a t ,  n e v e r th e le s s , ^
" th is  does no t p reven t i t s  being a good p lay  in  ^
th e  E lizabe than  m anner." 44
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She p o in ts  ou t th a t  Marlowe had good reasons f o r  g e n e ra liz in g
th e  theme and malting th e  a c tio n  " conven tiona l" : Tamburlaine i s
45" a dram atic  f ig u re  sym bolising c e r ta in  q u a l i t i e s " ,  as expressed
in  1 Tam burlaine. 11.869-80 ("N ature th a t  fram 'd  vs o f fou re
Elem ents, .......... " ) ,  and h is  "am bition has no d e f in i te  o b je c t ."
There can, th en , be no adequate o b je c tiv e  c o r re la t iv e  on th e  le v e l
o f th e  a c tio n  fo r  h is  a s p ira t io n s . T herefore, th e  a c tio n , the
d e fe a t  o f a s e r ie s  o f opponents and a l l  th e  business connected
w ith  crowns, fo r  example, i s  sym bolic. Because th e  a c tio n  i s
symbolic and conven tiona l. Miss Bradbrook f e e ls  th a t  th e  E lizabe than
audience would n o t, as many c r i t i c s  have done, f e e l  th a t
Tamburlaine i s  in o rd in a te ly  c ru e l in  k i l l i n g  th e  v irg in s  o f
Damascus, fo r  t h e i r  death  i s  "not d ra m a tic a lly  r e a l is e d .  "
Of c e n tra l  im portance to  he r th e s is  i s  TÜ.ss B radbrook 's s ta tem ent th a t
"The c ru c ia l  q u estio n  i s  th e  n a tu re  o f E lizabe than
dram atic  speech  I t  was because he m isunderstood
th e  technique o f th e  E liza b e th a n s ' d ialogue th a t  
William Archer could m isunderstand th e i r  whole 
d ram atic  s t ru c tu re " ,  48
fo r
"The e s s e n t ia l  s t ru c tu re  o f  E lizabe than  drama l i e s  
no t in  the  n a r ra t iv e  o r th e  c h a ra c te rs  bu t in  the  
words. The g re a te s t  poets a re  a lso  th e  g re a te s t  
d ra m a tis ts . Through t h e i r  unique i n te r e s t  in  
word p lay  and word p a tte rn s  o f a l l  k inds th e  
E lizabe thans were e s p e c ia l ly  f i t t e d  to  b u ild  t h e i r  
drama on words. " 49
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For a d ra m a tis t l ik e  TIarlowe, in  whose p lays the  words a re  so a l l -  
pow erful, th e  concept o f  th e  s tru c tu re  of E lizabe than  drama being 
b u i l t  upon words i s  obv iously  very  im portan t. I t  i s  n o t, however,-  
u n t i l  th e  l a s t  two decades th a t  c r i t i c s  have re a l is e d  th e  f u l l  
s ig n if ic a n c e  o f  th e  p a r t  played by M arlowe's d ram atic  p o e try  in  
th e  c o n s tm c tio n  and c h a ra c te r iz a tio n  o f h is  p lays.
There i s  n o t on ly  a g re a te r  knowledge o f  E lizab e th an  
d ram atic  conventions apparen t in  e a r ly  tw en tie th  cen tury  c r i t ic is m , 
b u t a lso  o f th e  n a tu re  o f  th e  E lizabethan  th e a tre .  The x/ork o f  
W illiam  Poel, W. J , Laurence and E.K. Chambers* monumental work.
The E lizab e th an  Stage (1923), drew a t te n t io n  to  the n a tu re  o f the  
E lizabe than  stage  and E lizabe than  methods o f s ta g in g  p lay s . As 
e a r ly  as 1893, Poel po in ted  ou t in  a paper read before  th e  
E lizab e th an  L ite ra ry  S o c ie ty  th a t
" th e  more th e  con d itio n s o f th e  E lizabe than  th e a tre  
a re  s tu d ie d , th e  b e t te r  w ill  i t  be perceived  how 
workmanlike London's th e a t r ic a l  re p re se n ta tio n s  
then  were, and th a t  they  had ho th ing  am ateurish 
about them. " 50
Throughout th e  f i r s t  th re e  decades o f th e  tw en tie th  cen tu ry  th e
growing knowledge o f  th e  E lizabethan  th e a tre  and th e  s u i t a b i l i t y
to  i t  o f E lizabe than  p lays i s  r e f le c te d  in  c r i t ic is m . Ashley
Thorndike, in  Tragedy (1908) remarks th a t
"We must n o t, however, in  th e  poet fo rg e t th e  p lay - 
v /right, o r  lo se  s ig h t  o f Marlox/e's c o n tr ib u tio n s  
to  th e  p u re ly  th e a tr ic a l  s id e  o f  the  drama. " 51
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He re fe r s  to  th e  s tag e  e f f e c ts  o f  Tamburlaine and Dr. F austus,
R. S. Knox, in  h is  e d it io n  o f Edvard I I  (1923), defends th e  
p lay*s c o n s tru c tio n  by re fe ren c e  to  th e  p o s s ib i l i t i e s  o f  th e  
E lizabe than  p la tfo rm  s tag e :
" I t  must, o f  course , be remembered th a t  th e  p lay - 
form i s  th a t  demanded by th e  E lizabethan  s ta g e ; 
th e  quick succession  o f sh o r t scenes and frequen t 
change o f lo c a tio n , though perhaps d isc o n ce rtin g  
to  a modern audience, brought no d i f f i c u l ty  in  th e  
com paratively  bare  and sim ple cond itions o f th e  
o r ig in a l  s e t t in g .  " 52
C. F. Tucker Brooke, in  The L ife  o f Marlowe (1930) in  th e  Case
e d it io n  o f Marlowe’ s p la y s , uses h is  knowledge of th e  E lizab e th an
sta g e  to  show th a t  Marlowe was improving as a p r a c t ic a l  p layw righ t
in  2 Tam burlaine. fo r , whereas in  th e  f i r s t  p a r t  "no e f f e c t  i s  made »
to  employ the  s tag e  dev ices w ith  viiich a r e a l  th e a tre  was provided
a t  th e  tim e", in  th e  second p a r t  th e re  i s  "a much more e la b o ra te
s ta g e  b u sin ess  and s ta g e  a rc h i te c tu r e ,"  53 The new a p p re c ia tio n
o f Marlowe’ s p lays in  term s o f th e  E lizabe than  th e a tr e ,  much s tro n g e r
than  i t  had been in  th e  n in e tee n th  cen tu ry , meant th a t  % rlow e
was regarded more h ig h ly  as a d ra m a tis t in  th e  e a r ly  tw e n tie th
cen tu ry  than  he had been p rev io u s ly , a lthough s t i l l  in  h i s to r ic a l
term s.
Another im portan t f a c to r  in  th e  understand ing , no t only 
o f E lizab e th an  dram atic  techn ique , bu t a lso  o f th e  n a tu re  o f 
E lizabe than  p lay s , was th e  awareness shown by some c r i t i c s  o f the  
p robable  ex p ec ta tio n s and re a c tio n  o f th e  E lizabe than  audience.
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A rthur Swan, in  h is  a r t i c l e ,  "The Jew th a t  Marlowe Drew" ( I9 1 l) ,  
gives th e  b e s t c r i t ic ism  of The Jew of lW .ta before th a t  o f 
T. S. E lio t  in  1919, because he considers the p lay  in  terms o f the 
E lizabethan  th e a tre  and the  expectations o f the  E lizabethan 
audience. Swan perceives the  superb th e a t r ic a l  q u a lity  o f 
Barabas, no ting  th a t  the  "unique p e rso n a lity  has always prospered 
in  the  world o f the  th e a tr e ."  54 The E lizabethans, he adds, were 
not
"conten t w ith any mild o r commonplace dev ia tions 
from norm ality , and th e re fo re  Marlowe had to 
impel the  ab e rra tio n s  o f Barabas to  the  utmost 
extreme. I t  has been as u n fa ir  o f c r i t i c s  as i t  
has been absurd to  measure him w ith in  a tra g ic  ru le ."  55
Swan po in ts  forward here to  T. S. E l io t ’s famous dictum, which I
s h a l l  d iscuss below. Swan recognises humour in  The Jew of ^%lta
and sees the p lay as homogeneous from beginning to  end; he
considers th a t  Marlowe d id  no t lapse  during the  composition o f the
l a t t e r  p a r t  of the  p lay , th a t  the Elizabexhans would have derived
as much p leasu re , i f  not more, from the l a t t e r  p a r t ,  and th a t  the
Barabas o f the l a t e r  a c ts  d i f f e r s  from th e  Barabas o f the  e a r l ie r
ac ts  more in  degree than  in  kind. G. P. Baker, in  h is  essay on’
"Dramatic Technique in  Marlowe" (1913), a lso  takes in to  considera tion
the  expectations o f the  E lizabethan audience. He po in ts  out th a t
to  an E lizabethan audience the  ch a rio t scene in  2 Tamburlaine
would not be comic or grotesque, as some c r i t i c s  had seen i t ;
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fo r  the  E lizabethans were used to  such "grotesqueness" in  
e a r l ie r  drama, and Tamburlaine*s speech from th e  c h a rio t, i f  i t  
i s  given p ro p erly , i s  "no mere ra n t" , but "a m asterly  dep ic tin g  
o f a man in  extreme physica l m isery. " 56
The awareness o f Marlowe * s p lays in  terms o f 
E lizabethan  dram atic conventions, the  E lizabethan th e a tre  and i t s  
audience was to  become s tro n g e r l a t e r  in  the century. During 
the  period d iscussed  in  th is  chap ter, acknowledgments o f 
Marlowe as a playw right sometimes seem a l i t t l e  perfunctory .
Edward Thomas, fo r  example, in  h is  e d itio n  o f The Plavs o f 
C hristopher Marlowe (19^9), p o in ts  out th a t  Tamburlaine was
"the f i r s t  no tab le  E nglish  poem in  blank verse  th a t
was a lso  a p l a y   Tamburlaine was a l l  action)
i t  could only reach i t s  h ig h es t form of l i f e  with 
the  a id  of ac to rs  and a s ta g e ."  57
But he s t i l l  considers Tamburlaine in  terms of a poem fo r  the
modern reader. The c r i t i c s  re a lis e d  th a t  the  E lizabethans enjoyed
% rlow e* s dramas as stag e  p lay s , but the assumption was th a t  in
the  modern age his plays would be known only on the p rin ted  page.
This assumption was in e v ita b le  in  view o f the  pau c ity  o f Marlowe
productions in  the th e a tre  of the ea rly  tw en tie th  century.
There were, however, a few c r i t i c s  in  the  ea rly  tw en tie th
century who were concerned w ith Marlowe, no t only as a d ram atis t
fo r  the  E lizabethan th e a tre , but fo r  a l l  tim e. One o f the most
im portant o f these  c r i t i c s  was G. P. Baker. Baker was h im self much
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concerned w ith the th e a tre  as an a r t  form and he advocated th e a tre  
s tu d ies  as an accepted u n iv e rs ity  d is c ip lin e . I t  was n a tu ra l, 
th e re fo re , th a t  he should have been concerned w ith the  f e a s ib i l i t y  
o f modern productions o f E lizabethan  plays. In  h is  essay on 
'Ütenatic Technique in  Marlowe", Baker defends the  dram atic q u a lity  
o f Manlowe* s p lays in  th ree  d if f e r e n t  ways, f i r s t l y  by reference  
to  a modern Marlowe production, secondly in  terms o f the 
E lizabethan th e a tre , and th ird ly  by po in ting  out how in  some 
resp ec ts  Marlowe i s  a d ram a tis t fo r  a l l  time and not ju s t  fo r  an 
age. The Marlowe production to  which he re fe rs  i s  the  re v iv a l of
Dr. Faustus a t  W illiams College in  1908, which proved th a t
"even the  ho rse-p lay , whether Marlowe’s o r n o t, 
ju s t i f i e d  i t s e l f  by the comic r e l i e f  i t  gave 
to  the predominant ten s io n  o fthe  p lay ."  58
As we have seen. Baker defends the c h a rio t scene in  2 Tamburlaine
in  E lizabethan  terms. His defence i s  not perfuncto ry , fo r  he
seems to  have experienced the  performance o f the  scene im aginatively
and makes us f e e l  th a t  h is  defence o f i t  has th e a tr ic a l  v a lid i ty .
He o ffe rs  a psychological exp lanation  fo r  Tamburlaine*s speeches
in  the  c h a rio t scene:
"Half crazed w ith d isease  and pain , Tamburlaine’s
mind fla sh es  fo r th  fo r  a moment in  a l l  i t s  old
vigour and then, suddenly, a l l  i s  confusion and 
u t te r  darkness. " 59
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He adds th a t
"Only the  man who saw h is  c e n tra l f ig u re  l iv in g  
on the  stage  fo r  which he was w ritin g  could have 
obtained th e  v a r ie ty , th e  c o n tra s t, and the  
su b tle ty  o f c h a rac te riza tio n  of th is  scene." 60
In defending Marlowe as a playw right fo r  a l l  tim e. Baker does
not consider him simply in  E lizabethan or contemporary dram atic
term s, bu t evolves a d e f in it io n  of "dram atic technique" which w ill
include E lizabethan  and modern drama:
"Any d ram a tis t dem onstrates h is  dram atic technique 
as he consciously  and more o r le s s  su ccess fu lly , 
so chooses and shapes h is  m ate ria l as to  derive  
from i t ,  under the  given conditions of h is  s tag e , 
the  la r g e s t  p oss ib le  amount o f emotional response 
from h is  audience." 6 l
Some p a r t  o f Marlowe’s dram atic technique. Baker f e e ls ,  no t only
held good fo r  the E lizabethan th e a tre , but s t i l l  holds good fo r
the  modern th e a tre :  Marlowe
"wrote v iv id ly  aware o f the  stage in  which h is  plays 
would be given and o f i t s  audience. Consequently, 
he allowed him self methods and e ffe c ts  fo r which we 
may not care today, but which, n ev erth e less , proved 
him a good tech n ic ian  in  h is  own tim e. More than
'Ihat, seeking to'shape h is  m ateria l fo r  th a t  stage 
and th a t  audience he passed beyond mere dram atic 
persuasion  of the  hour and discovered fo r  h im self 
many of the  p r in c ip le s  o f  technique which hold 
permanently fo r  good drama a t  any time and in  any 
tongue. " 62
For example,
"The hideous to rtu re d  death  o f Edward I I  i s  
followed immediately by a scene of sw ift general 
re tr ib u tio n . Surely, even now, th is  sequence when 
acted should mean good clim ax." 63
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As we can see from Baker’ s reference  to  th e  Williams 
College production of Dr. F austus. the  f a c t  th a t  Marlowe’ s plays 
were being produced on the  modern stage  was beginning to  have 
some in fluence  on c rit ic ism . A few c r i t i c s  defend Marlowe’s 
dramas by re fe rence  to  successfu l modern productions o f them.
W. D. Briggs, in  h is  e d itio n  of Edward I I  (1914), p ro te s ts  ag a in st 
the  "frequen t d ep rec ia tio n  of Earlowe’s s p e c if ic a lly  dram atic ta le n t . 
He was a g rea t ly r ic  poet, but he was no t, be i t  emphasised, a 
l y r ic  poet ‘gone wrong*." ^  Briggs supports h is  opinion by
reference  to  the  f a c t  th a t  "Even on rev iv a l today the  dram atic
power o f the  p lay  i s  s tro n g ly  f e l t . " This reference  to  a modem 
production , apparen tly  P o e l 's  Edward I I . i s  re leg a ted  to  a foo tno te , 
which re le g a tio n  c a lls  dovm upon Briggs the  wrath of h is  review er 
in  the  Athenaeum. The review er was very  much concerned w ith the  
f e a s ib i l i t y  o f producing E lizabethan  plays on the  modern stage. He 
quotes a favourable comment on P o e l’s production o f Edward I I  and 
asks
"Why i s  i t  unusual fo r  u n iv e rs ity  lec tu re rs  to  po in t 
out th a t  p lays so dram atic in  th e i r  q u a lity  as
Edward I I  should be given a hearing  on the stage?" 66
The answer to  th is  question  i s ,  he f e e ls ,
"because few scho lars ap p rec ia te  I%rlowe*s tragedy 
as acted  drama, and in  the  in te r e s ts  o f dram atic 
a r t  th is  f a c t  is  to  be r e g r e t te d ." 67
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The wider issu e  involved i s  the  divorce between scho larsh ip  and 
th e  stage:
"The m u ltip lic a tio n  of books about plays in  which 
no refe rence  is  made to  th e i r  use in  the  th e a tre  
has a degrading in fluence  on the modern stage. " 68
The th e a tre  in  the  e a r l ie r  decades of th is  century had s t i l l  no t
achieved i:he in te l le c tu a l  s ta tu s  and in fluence  which i t  enjoys
today. In 19'27 G ranville-B arker f e l t  the n e ce ss ity  o f s tre s s in g
th e  concept th a t  "The te x t  o f a play i s  a score w aiting  performance",
and th is  was in  connection w ith Shakespeare, whose plays were a
p a r t  o f the  reg u la r th e a tr ic a l  re p e r to r ie s . I t  was because of
the  divorce between scho larsh ip  and the  s tag e , as w ell as the
comparative r a r i t y  o f Marlowe productions in  the  e a r l ie r  years o f
th is  century , th a t  so few c r i t i c s  took modern productions in to
co n sid era tio n  in  th e i r  d iscu ssio n  o f Marlowe’s p lays.
As th e re  were more productions o f Dr. Faustus than  o f 
Marlowe’s o th er p lays in  the  e a r l ie r  years of th is  century , i t  i s  
n a tu ra l th a t  most references in  c r i t is is m  to modern Marlowe 
productions should have been to  th is  p lay . Robert h. Root, in; a 
review of th ree  German s tu d ies  o f the  re la tio n sh ip  between the  IbOA 
and 1516 te x ts  o f Dr. Faustus in  Englische Studien (1910-11), makes 
use of h is  experience of the  Princeton  production o f the  p lay  in  
1907 to  support a p o in t in  h is  argument. Arguing th a t  Dr. de Vries 
was wrong in  supposing th a t  the  order of the  scenes in  the  I 6O4 
quarto  of Dr. Faustus i s  not as i t  was in  the  o r ig in a l,  he shows th a t
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the  o rder o f th e  scenes as i t  stands in  the  1604 te x t  i s ,  with 
one o r two minor a l te r a t io n s ,  d ram atica lly  v a lid , as the  P rinceton  
production proved. The production was in  th e  E lizabethan manner, 
so th a t  th e re  was no d i f f i c u l ty  as to sc e n e -sh if tin g  or lo c a l i ty :
"The scenes followed each o ther w ithout pause on a 
stage  to ta l ly  devoid o f scenery, which approximated 
to  the  conditions which a re  supposed to  have 
ex is ted  in  the  e a r l i e s t  London th e a tre s"
and th e  performance was " in  the  h ig h es t degree im pressive and
e ffe c tiv e . " ^  The- comic scenes, "when presented on the  stage
w ith app ropria te  ’b u sin ess’ , ......... tu rn  out to  be h igh ly  amusing." 70
R. 8. Knox, in  h is  e d itio n  of Dr. Faustus (1924), defends the
dram atic q u a lity  o f the  p lay  by reference  to  stage production.
Arguing ag a in st th a t  p ra is e  o f Dr. Faustus which sees i t  as "a g rea t
dram atic poem ra th e r  than as a g rea t p lay", he remarks th a t
"This estim ate  c e r ta in ly  overlooks the  remarkable 
a c tin g  q u a lity  of the  ch ie f scenes, proved by the 
successfu l performances both o f Marlowe’s own 
time and o f ours when adequately  staged. " 71
A rthur Symons a lso  experienced "the  remarkable ac tin g  q u a li ty  of
the  ch ie f scenes" o f Dr. Faustus in  production. In "A Note on
the  Genius of Merlowe" (1924), he compares Ford’s The Broken Heart
and Dr. Faustus, not simply as works which he had read , but as
dramas which he had seen on the  stage:
"Compared w ith Marlowe’ s Faustus. which I  saw acted ,
I  miss everything ( i . e .  in  The Broken H eart) th a t  
i s  proper/tly dram atic: the  speech th e re  i s
stupendous in  i t s  fo rce  and appropria teness.
Scarcely anything more remains in  t ra g ic  drama, 
a f te r  Faustus has spoken w ith Mephistopheles o f 
H ell, and stands a t  the  end naked to  God’ s judgment, 
and can speak and f i l l  th a t  g rea t pause adequately. " 72
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Symons* experience o f Dr. Faustus in  the  th e a tre  seems to  be in  
accordance w ith Miss Bradbrook’s conclusion th a t  "The e s s e n tia l  
s tru c tu re  o f E lizabethan  drama l ie s  in  the  words." For,
although he considers th a t  Dr. Faustus "has hard ly  the  s tru c tu re  
o f a p lay", 73 ]^ e sees th a t  the  g re a te s t  speeches are  capable o f 
producing a "stupendous" dram atic e f fe c t .
In th e  same essay Symons reviews the  Phoenix S o c ie ty ’s 
production of The Jew o f I4alta o f 1922. He enjoyed the  performance 
"to  a c e r ta in  ex ten t" , b u t, e x tra o rd in a r ily  enough when we consider 
th a t  i t  i s  the  most " th e a tr ic a l"  o f Marlowe’s p lays which he is  
d iscu ssin g , he fe e ls  th a t  "One always lo ses so much of the s p i r i t  
o f such a p lay  when i t  i s  a c te d ." Perhaps Symons means th a t  
the  production d id  not uphold h is  own romantic view o f Barabas 
as rep resen tin g  "an id e a l is a t io n  of the  passion  o f greed. " 75 
Furthermore, as l a t e r  in  the  essay he agrees w ith Bullen th a t  
"Marlowe never attem pted to  w rite  a comic scene", he obviously 
did not perceive the  humour in  The Jew of Malta. He must have 
f e l t ,  w ith the  review ers, th a t  the  lau g h te r ra ised  by the  Phoenix 
S o c ie ty ’s production o f the  p lay  was due "to the e f fo r ts  o f the 
ac to rs  ra th e r  than to  Marlowe.
The Phoenix Society , whose aims were to re -e s ta b l is h  
on the  stage  the  dram atic m asterpieces o f the p a s t, performed 
The Jew of Ife lta  a t  Daly’s Theatre on November 5th and 6 th , 1922.
184.
The production was apparen tly  c lo se r  to T. S. E l io t ’s view of 
the  p lay  than to  Symons *, but r e a l ly  in  accordance w ith n e ith e r .
T. S. E l io t ’s c r i t ic ism  o f The Jew o f Malta in  h is  essay on 
klarlowe in  1919 has perhaps had more in fluence  than any o ther 
s in g le  p iece of Marlowe c r i t ic ism  o f the  same period . E lio t  wrote 
th a t  o f The Jew o f Malta
" i t  has always been sa id  th a t  the  end, even the  
l a s t  two a c ts , a re  unworthy of the  f i r s t  th ree .
I f  one ta k e s .The Jew o f Malta no t as a tragedy, 
o r as a ’ tragedy o f b lood’ , but as a fa rc e , the 
concluding a c t becomes in te l l ig ib le ;  and i f  we 
a tten d  w ith a c a re fu l ear to  the  v e rs if ic a t io n , 
we find  th a t  Marlowe develops a tone to  s u i t  
th i s  fa rc e , and even perhaps th a t  th is  tone i s  
h is  most powerful and mature tone. I  say fa rc e , 
but with the enfeebled humour of our times the  
word i s  a misnomer; i t  i s  the  fa rc e  o f the old 
English humour, th e  t e r r ib ly  se rio u s , even savage 
comic humour, the  humour which spent i t s  l a s t  
b rea th  in  the  decadent genius o f Dickens. I t  has 
nothing in  common w ith J . M* B arrie , Captain 
B a irn sfa th er, o r Punch. I t  i s  the  humour of 
th a t  very se rio u s (bu t very d if fe re n t)  p lay ,
Voloone. " 77
I t  i s  uncerta in  whether o r not A llan Wade, who d irec te d  The Jew
o f M8.lta fo r  the  Phoenix Society , attem pted to  base h is  production
on E l io t ’s in te rp re ta t io n  of the  p lay . On the face o f i t ,  i t
might seem so. But, in  the  opinion o f the  review ers, the Phoenix
Society  was no t p resen tin g  a "farce  o f the  Old English humour,
the  t e r r i b ly  se rio u s , even savage comic hum our ", but burlesquing
a tragedy, which i t  would have been d i f f i c u l t  to  p lay  s t r a ig h t :
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"In  those many passages where the  sw ell o f the  
bombast was such th a t  only b r i l l i a n t l y  s in ce re  
a c tin g  could have c a rried  i t  through, the ac to rs  
were con ten t to  overdo th e i r  p a r ts  and l e t  the  
p lay  burlesque i t s e l f . "  (D .T .) 78
For example, Margaret Yarde, as Bellam ira, was allowed to  " tu rn
scenes w ritte n  in  p e rfe c t seriousness in to  comic r e l i e f "  (D .T .) .
Some of th e  review ers, even in  the  face of th is  production , i n s i s t
th a t  Marlowe was a w rite r  w ithout humour, a sc rib in g  the lau g h te r
o f the  audience, which one o r two o f them are  a t  pains to  defend,
to  the  e f fo r ts  o f the  producer and a c to rs . One review er d id ,
however, perceive  the  humour in  Marlowe’s p o rtra y a l o f Ithamore
and th a t  Barabas "has many a tw is t  of the  l ip "  (T .) . The burlesque
o f The Jew o f Malta was su ccessfu l en terta inm ent and some of the
r ig h t  e f fe c ts  seem to  have been achieved by acc iden t, but not
always. One review er f e l t ,  very r ig h t ly ,  th a t  the  death o f A bigail,
the  mourning over Mathias and Lodowick and the  death  of Barabas are
not meant to  be so amusing as th e  Phoenix Society  made them (T .). I f
th e  Phoenix S ociety  did in tend  to  base the  production o f The Jew of
M alta dm E l i o t 's  view of the  p lay , they obviously m isin te rp re ted  i t ,
fo r  they could not see which p a r ts  were in h e re n tly  f a rc ic a l  and
which were to  be played se rio u s ly . A th e a tr ic a l  rep re se n ta tio n  o f
The Jew of IW -ta. in  accordance with E l io t ’ s view o f the play demands
a se rious trea tm en t, allow ing the  "savage comic humour" to  make i t s
own e ffe c t .  The Royal Shakespeare Company has since  given us such a
p re d ic tio n , in  which the  se rio u s  and the comic elements o f the p lay
were both given weight.
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B a lio l Holloway, as Barabas, seems to  have achieved a 
b e t te r  balance between tragedy  and burlesque than th a t  achieved 
by the  Phoenix S o c ie ty 's  production as a whole:
"His exaggeration was su b tle  enough never to  
b e tray  openly the consciousness th a t  he was 
making h im self anything but the main fig u re  
in  a tragedy" (D.T.)
Acting "with the  g re a te s t  gusto", he "gave an a sto n ish in g ly  tren ch an t,
fo rc ib le  and grim ly humorous performance" (M.P.) .  Holloway seems
to  have h i t  on something like the^tighbway of p o rtray ing  Barabas, i f
by acc iden t.
The Phoenix S o c ie ty 's  second Marlowe production was 
Edward I I  a t  the  Regent Theatre on November 18th and 19th, 1923. 
According to  Ivor Brown in  The Saturday Review. 79 Duncan Yarrow's 
Edward was "eloquent, ten d er, and moving". He was 'feomewhat o f a 
p e tu la n t cherub" (M.P.) a t  the  beginning o f the p lay , but Yarrow 
played him "with f in e  s tre n g th  in  h is  conclusion" (T .). Yarrow 
may have " ra th e r  exaggerated the  emotional side  of the k in g 's  
charac te r"  (D.N.) . Gaveston , played by E rnest Thesiger, was 
"presented  as an outrageous wanton in  d ress  and manner" (D.N.) . The 
homosexual aspect o f h is  ch arac te r was not played down. Tarn of 
The S pecta to r considered th a t  emphasis on Gavesto n 's  effim inacy i s  
th e  only way in  which to  make th e  p a r t  he pfays comprehensible.
For Brown, Gaveston was "an in te re s t in g  e ffe n in a te " , Thesiger 
" tak in g  care to  keep him w ell c le a r  o f puny f u t i l i t y  and bodying 
him fo r th  as a fop M th  backbone" so th a t  he would not be too s l ig h t
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an opponent fo r  the  barons. The barons seem to  have been 
su c c e ss fu lly  d if f e r e n t ia te d ,  which d if f e r e n t ia t io n  one review er 
found in  the  p lay  i t s e l f  (T .) , whereas another considered th a t  th e i r  
l i f e  consisted  only in  what th e  ac to rs  pu t in to  them (M.P. ) .
Edmund W illard played Mortimer v igorously  and "took h is  f a l l  a t  
the  end with a f ie r y  d ig n ity  th a t  seemed to  be f in e ly  in  kJarlowe's 
vein" (S .R ,) ,  His "gradual d e te r io ra tio n  was brought out very 
c le a rly "  (M.P.) .  The d i f f ic u l ty  involved in  the  change is  
I s a b e l la ’s c h arac te r was no t so su ccess fu lly  overcome. Tarn says 
th a t  Gwen Ffrangcon-Davies d id  no t q u ite  provide "the  t r a n s i t io n  
from the  neglected  p rin cess  to  the  She-Wolf of France." (S .)
Ivor Brown found th e  Phoenix S o c ie ty ’s production of 
Edward I I  an illu m in a tin g  experience: i t  "showed th a t  the  flowery
l i t e r a r y  p ra ise  heaped on the  p lay  by c e r ta in  l i t e r a r y  men i s  
nonsense" and "revealed th e  source o f pub lic  d e lig h t in  these 
h e l te r - s k e l te r  plays of the  platform  stage. " Brown .saw in  the  p lay  
as i t  was performed the excitem ent o f "a rowdy, rap id , ding-dong" 
f ig h t  between the King’s men and the barons. This sense of a 
" tu s s le  bex-ween contending fo rces"  had a lso  come across in  Benson’s 
production of the  p lay . I t  seems, then , th a t  production i s  
necessary  to  reveal the f u l l  dram atic q u a li ty  o f Edward I I . Brown 
found th a t  in  the  Phoenix S oc ie ty ’s production , A llan Wade, the  
producer, had "achieved h is  proper end, which was' to make us trem ulous, 
excited  p a r t is a n s , viewing the  p lay  l ik e  sp e c ta to rs  a t  the  r in g " ; he 
thus "got the  platform  e f f e c t  from a ’p ic tu r e ’ s ta g e ."
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A fter th e i r  success with The Jew of Malta and Edward I I , 
th e  Phoenix Society  next tack led  Dr. Faustus on October 25th and 26th, 
1925 a t  th e  New Oxford Theatre. Ian Swinley as Faustus and E rnest 
Thesiger as I4ephistophilis were apparen tly  very good. Swinley’s 
speaking of I'fe.rlowe’s verse  was e x ce llen t: h is  opening was
"b e a u tifu l and auste re"  and h is  conclusion "deep in  fe e lin g  and r ic h
80in  ano tional colour" (T ,) . Swinley apparen tly  portrayed  Faustus, 
in  accordance w ith the rom antic view of the  age, as a g rea t and 
audaciously  a sp ir in g  sch o la r. Ivor Brown, seeing the  p lay  as the  
bud "of a mental world s e t  f re e " , found i t  "im possible to  watch the  
h is to ry  o f Dr. Faustus w ithout sharing  Marlowe’s e c s ta t ic  d e lig h t in  
the  a u d ac itie s  of the  Studious A rtiz a n ." Brown says, in  The Saturday 
Review, th a t  Swinley "had s tud ied  the  p a r t  c a re fu lly  and warmed 
h im self in  the ro sea te  ra p tu re s  of the  secu la r lea rn in g  and the  new 
audacity" and th a t  he gave a " f in e  response to  iie  e x a lta tio n  o f the 
D octor’s soaring  mind and to  th e  fa r- f lu n g  sweep of h is  am bition." 
Perhaps i t  was Swinley’s emphasis on Faustus the g rea t scho lar which 
prevented him from dealing  w ith the  ro le  as adequately  as he might 
have done in  th e  middle scenes o f the  play. One review er po in ts  out 
th a t  Swinley " r is e s  to  and f a l l s  with h is  occasion" (T .) ; he led  
the audience through the middle scenes, "not w ithout b r i l l ia n c e ,  but 
c e r ta in ly  w ith confusion, u n t i l  we f e l t  th a t  he, l ik e  ou rse lves, had 
lo s t  in te r e s t  in  th e  journey and was pursuing i t  only in  expectation  
o f the concluding rew ards." (T, )
189:
I t  i s ,  I  th in k , necessary to  p o rtray  in  Faustus, as some l a t e r  
a c to rs  o f the  p a r t  have done, a c e r ta in  lig h tn e ss  o f mind, a 
d e lig h t in  show and showing-off -  in d ica ted  in  the  te x t  in  h is  
d e lig h t w ith the  sp ec tac le  o f the  Seven Deadly S ins, fo r  example, 
and h is  p leasu re  in  conjuring a t  the  im peria l court - ,  in  
combination w ith g rea t lea rn in g  and am bition, in  o rder to  make the  
p a r t  which he plays in  the  middle scenes of the p lay  comprehensible.
The middle scenes of the  p lay  in  the  Phoenix S o c ie ty ’ s production 
did  not hold the  in te r e s t  o f the  audience. P a rt o f the  blame was 
imputed to  A llan Wade, the  producer, fo r  h is  "very f l a t  and d is p i r i te d  
manner" (M,P.) o f production and the  r e s t  to  Marlowe. Wade’s 
production was not s u f f ic ie n t ly  im aginative, except in  the  p o rtray a l 
o f the  Seven Deadly S ins, which was " p a r t ic u la r ly  w ell-con trived" (S.R .) 
For the  d e v ilry  of the p lay  Wade f e l l  back upon pantomime d e v ils  and 
red l ig h t .  The scenes o f low comedy were a lso  u n sa tis fa c to ry ,w ith  
the  exception o f Kay P e tr ie ,  as Robin, who showed "what a comic 
genius can do w ith poor m ate ria l"  (M.P.) .  The evening belonged to  
Ian  Swinley’s Faustus a t  the  beginning and end of the  p lay  and to 
E rnest T hesiger’s M ephistophilis. M ephistophilis was a "most s in i s te r ,  
fo rb idd ing  f ig u re , cy n ica lly  re jo ic in g  over h is  own capacity  fo r  
ev il-d o in g  and h is  v ic tim ’s weakness" (D, T .) . Thesiger brought 
ou t "the  curious mingling of s p i te  and d ig n ity  which i s  in  the  p a r t ,  
though not a l l  the te r r o r  underlying i t "  (T .) .
The review ers were div ided  in  th e i r  opinion of Marlowe 
the  pla^nvright as h is  dram atic c a p a b ili ty  was revealed  by the
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Phoenix S oc ie ty ’ s production of Dr. Faustus. For S t. John Ervine
o f  The Observer. "The in ten se  du llness o f th is  p l a y   su re ly
dem onstrates the  undramatic q u a lity  o f h is  w riting . " Another 
review er "found him rambling through th is  s to ry  of a sch o la r who 
sold  h is  soul w ithout any c le a r  idea o f  what he was doing" (K P . ) . 
Ivo r Brown, on the other hand, re a lis e d  th a t  Dr. Faustus cannot be 
judged by the  "o rd inary  m easuring-rod o f dram atic va lues", but 
th a t  i t  i s  m agnificent in  i t s  "p o e tica l p resen ta tio n  o f a s p i r i tu a l  
landscape."  He perceived the th e a tr ic a l  and v isu a l p o te n t ia l  o f 
th e  p lay : th a t  "The march of Faustus from desk to  damnation makes
an in te re s t in g  journey fo r  the  producer" and th a t  sev e ra l scenes 
" o f fe r  deco ra tive  o p p o r tu n it ie s ." Another review er a lso  perceived 
Marlowe’s eye " fo r th e a t r ic a l  d isp lay" (D.N.) as exem plified by 
the  procession  o f the  Seven Deadly Sins. One or two review ers 
saw Dr. Faustus in  a very  in te re s t in g  l ig h t  -  in  terms of a revue:
"Marlowe, i f  he had liv e d  today, might have been 
a reform er o f revue -  a se rious idea s e t  in  
humour" (D.N.) ,
and
" I t  occurred to  me a t  tim es th a t  we were watching 
a medieval revue, w ith Mr. E rnest Thesiger as the 
M ephistophelian compere" (D. E. ) .
To produce Dr. Faustus w ith the  idea of a revue in  mind would not
be s a t is fa c to ry  fo\. the  whole p lay , but i t  might help to  give u n ity
to  the  middle scenes. . I t  would, a t  any r a te ,  be an in te re s t in g
experiment and p a r t ic u la r ly  app ropria te  in  the  m id-tw entieth  century
when we consider the  revue-type of s tru c tu re  of John Osborne’ s
The E n te r ta in e r  and Arthur K opit’s
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Dr. Faustus was again performed by the  Norwich
Maddermarket Theatre P lay ers , under the d ire c tio n  o f Nugent Monck,
a t  the  Canterbury F e s tiv a l on August 20th, 22nd and 24th , 1929.
The p lay  was performed in  the Chapter House of the C athedral.
In th i s  p roduction , in  c o n tra s t to  th a t  o f the  Phoenix Society ,
«
th e  re lig io u s  aspec t o f the  p lay  seems to  have been emphasised.
Dr. Faustus could be seen as a coun terpart to  Everyman, which was 
a lso  performed a t  the  F e s tiv a l. The con trac tion  of the  p lay  in to  
th e  space of about an hour by the omission of the "comic in te rlu d e s"  
" in te n s if ie s  i t s  strenuousness" ( T . a n d  the "extreme s im p lic ity  
of s tag in g , l ig h t in g , music, accentuated" i t s  "d irec tn ess"  ( 0 .J,
The Marlowe productions of the f i r s t  th ree  decades o f  th is  
century  e s tab lish ed  h is  p lays on the  amateur stage. An in d ic a tio n  
o f th is  i s  A lfred A. Knopf’s a c tin g  version  of Dr. Faustus (1928) 
fo r  The Borzoi Acting; Versions o f E nglish D ram atists, which s e r ie s  was 
intended "to  help to  supply Dramatic S o c ie ties  w ith good and 
inexpensive m a te ria l, end a t  the  same time to  attem pt to  rev ive the 
p o p u la rity  o f neg lected  m aste rp ieces ." Knopf h im self denies 
th a t  Marlowe was, a p layv/right, so th a t  the  production o f an ac tin g  
v ers io n  of Dr. Faustus seems to  have been something iniJie na tu re  of 
a pious exerc ise . Knopf does, however, make h e lp fu l suggestions in  
h is  production n o tes , a t  times using h is  own experience o f ^he p lay  
in  the  th e a tre , as to  how the p lay can be e ffe c tiv e ly  performed.
For example, r e a l is in g  th a t  splendour is  necessary in  ihe p re sen ta tio n  
o f the  papal court scene, he suggests th a t  a company whose resources
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a re  sm all could show the  back of the  Pope’s ch a ir  and pretend 
th a t  the  banquet was tak ing  p lace w ith in . He describes how th is  
scene was managed in  a production which he had seen.
As we have seen, not many o f the l i t e r a r y  c r i t i c s  t r ie d  
to  re -e v a lu a te  Marlowe’s plays in  the  l ig h t  o f what modem 
productions had sho\^n about them. The e d ito rs  o f Tamburlaine.
Una E llis-F erm or, Dr. Faustus. F. S. Boas, and Edward I I .
H. B. Charlton and R. D, W aller, fo r  the  im portant R. H. Case 
e d itio n  o f Marlowe’s p lays (1930 -  33) l i s t  modern Marlowe 
p roductions, but do not take them in to  considera tion  in  th e i r  c r i t ic ism  
o f th e  p lays. The Case e d itio n  brought toge ther much o f the  new 
work done on the  E lizabethan s tag e , academic c r i t ic ism  of Marlowe’ s 
p lay s , resea rch  in to  h is  sources, and the  d isco v eries  made, in  
p a r t ic u la r  by L es lie  Hotson, about h is  l i f e  and death. An 
examination o f Marlowe’s sources helped to  throw l ig h t  on h is  
a r t i s t i c  method and revealed him as a more conscious craftsm an than 
had been thought. E thel Seaton, in  "Marlowe’s Map" (1924), had 
shown the care w ith which Marlowe had used O r te liu s ’ Theatrum Orbis 
Themarum in  tra c in g  geographically  the  conquests o f Tamburlaine.
She concluded th a t
"We wrong Marlowe i f ,  in  our eagerness to  p ra is e  
h is  high moments o f p o e tic  in sp ira t io n , we 
m istakenly d ep rec ia te  h is  q u a l i t ie s  of i n t e l l e c t ,  
o f mental c u r io s ity , and lo g ic a l c o n s tru c tio n ." 84
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C arro ll Camden, J r .  in  "Marlowe and E lizabethan Psycholgy" (1929)
and "Tamburlaine: The C holeric Man" (1929), showed th a t  Marlowe
had taken s im ila r  care in  dep ic ting  h is  charac ters  in  accordance
w ith E lizabethan  theories of psychology and physiology. In
"The In fluence  o f Marlowe's Sources on Tamburlaine I" (1926-27),
L es lie  Spence showed th a t  Marlowe was a conscious dram atic
craftsm an. A comparison of the  sources and the  plays showed th a t
some o f the  p la y ’s dram atic weaknesses were due to  the  sources
and th a t  Marlowe h im self had provided some u n ity , v a r ie ty  and
86inven tion  of ch arac te r in  h is  handling of the  m ate ria l.
F. S. Boas, in  h is  e d itio n  of Dr. F austus. remarked th a t
" the  prose scenes in  th e  I6 l6  ve rs ion , w ithout 
the  corrup tions o f the  1604 te x t ,  and considered 
in  r e la t io n  to  the  source of the  p lay  and to  the 
main p lo t ,  have more connexion and s ig n ifican ce  
than has been u su a lly  r e a l iz e d ." 87
The view of Marlowe as an in te l le c tu a l  and conscious a r t i s t  was
becoming e s tab lish ed . The academic work done on Marlowe was n o t
w ithout importance fo r  the  development o f a more th e a tr ic a l ly
o rie n ta te d  c rit ic ism . As c r i t i c s  saw more and more in  h is  p lays
than  th e  "mighty l in e "  and rap tu res  " a l l  a i r  and f i r e " ,  th e re  was
room fo r  a more varied  and su b tle  approach to  h is  work, and th is
could include i t s  th e a t r ic a l  aspect. As c r i t i c s  perceived the
conscious a r t i s t r y  which Hiarlowe put in to  the  making of h is  p lays
and the care w ith which he used h is  sources, they could a lso  begin
to  see conscious th e a tr ic a l  craftsm anship in  th e  p lays.
194.
Although î'îarlowe's plays were being performed in  the  
f i r s t  th ree  decades o f the  tw en tie th  cen tu iy  and were achieving 
some measure of success, a t  the  same time William Archer and some 
o f the  review ers were asking i f  production of them was worthwhile.
In The Old Drama and the  New. Archer remarks,
"We recognise the  emptiness o f the  o ften -repea ted  
complaint th a t  we n eg lec t on the  modern stage  the 
marvellous tre a su re s  o f our c la s s ic a l  drama, from,
I  suppose, Marlowe to  Sheridan Knowles. The t ru th
i s  th a t  a j u s t  in s t in c t  has to ld  us th a t  the  
g rea t mass o f E lizabethan , R esto ration  and e igh teen th - 
century plays have nothing to  say to  modern audiences, 
because they  exem plify p rim itiv e  and t r a n s i t io n a l  
types o f a r t ,  p o rtray , with much exaggeration, gross 
and unpleasing  manners, and c a l l  fo r  forms o f 
v i r tu o s i ty  in  re p re se n ta tio n  which are  w ell-n igh  
e x tin c t on the  modern s ta g e ."  88
Tiany o f the  review ers who were favourably  disposed towards Fkrlowe
productions looked a t  uhe plays as c u r io s i t ie s  of h i s to r ic a l
in te r e s t  ra th e r  than as dramas o f in t r in s ic  th e a tr ic a l  value.
Archer h im self was not opposed to  the  rev iv a l o f old plays fo r  xhe ir
"educational and an-&iquarian" value. Post-World War I I  audiences
and c r i t i c s  have found th a t  the  E lizabethan and Jacobean drama
does have something of importance to  say to  us. They have seen i t
in  a d if f e r e n t  l ig h t  from pre-w ar c r i t i c s .  Hendrik RÔhrman, in
The Wav o f L ife  (1952), p o in ts  out th a t  th e re  ex is ted  in  pre-war
c r i t ic is m  "an a loofness where the  a f f a i r s  o f i t s  own time were concerned."
We can see in  th e  romantic Marlowe c r it ic ism  o f the  ea rly  tw en tie th
century  th a t  i t s  authors saw h is  p lays in  terms o f th e i r  own id ea ls
and a sp ira tio n s  ra th e r  than in  terms of the  a c tu a l i t ie s  o f the world
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around them. This is  no longer the case. Furthermore, s ince  the 
second world war, the th e a tre  has become more experim ental and 
has moved c lo se r  to  E lizabethan  methods o f s tag ing  p lays , so th a t  
th e  production of E lizabethan  plays does not pu t a s t r a in  on 
producers and ac to rs  by c a llin g  fo r "forms o f v ir tu o s i ty  in  
re p re se n ta tio n  which are  w ell-n igh  e x tin c t on the modern stage . " 
M id-tw entieth century  audiences are  in  a b e t te r  p o s itio n  th a t  "chose 
o f the  e a r l i e r  decades o f the  centurj^ to  accept the  dram atic 
technique o f the  E lizabethan  drama, w ithout even having recourse "co 
the  h i s to r ic a l  p o in t o f view, because of the g rea t v a r ie ty  of 
dram atic technique exh ib ited  by modern drama.
The amateur and academic productions o f Marlowe’s plays 
in  the  e a r ly  tw en tie th  century  proved th a t  they could be staged 
before  modern audiences and s e t  a precedent fo r fu tu re  productions. 
The next s tep  was fo r  Marlowe’s plays to  reach the p ro fess io n a l 
s tag e  and wider audiences. The reviewer fo r  The D aily Telegraph 
remarked, apropos the production  of Dr. Faustus a t  the Canterbury 
F e s tiv a l  in  1929,
"One cannot doubt th a t  th e re  a re  many among our 
lead ing  p layers who would eagerly  respond to  
an in v ita t io n  to  su s ta in  the g rea t tra g ic  ro le"  90
of Faustus. In  the  1940’s th e  challenge was taken up.
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CHAPTER V 
The M id-Twentieth Century: 1936 -  1959
In the  194c*s Dr. Faustus was sev era l tim es produced on 
th e  p ro fe s s io n a l s ta g e  in  England. Before I  d iscu ss  th ese  
p ro d u ctio n s, I  should f i r s t  l ik e  to  say a few words about Orson W elles' 
in te r e s t in g  p roduction  o f th e  p lay  in  New York in  1937. Dr. Faustus 
was rev ived  by th e  Works P rogress A dm inistra tion  F edera l T heater 
P ro je c t a t  the  ^"Wcine E l l i o t t  T heatre on January  8 th . ,  1937, under 
th e  d ire c tio n  o f Orson Welles and John Housman, w ith Welles h im self 
in  th e  lead in g  ro le .  The production  was a p u b lic  success , as the  
p lay  ran  fo r  s ix  months, whereas most Federal T heater productions 
ran  fo r  only  a few perform ances. P e te r  Noble, in  The Fabuloug 
Orson Welles (I95t>) remarks
" I t  i s  now g e n e ra lly  agreed by U.S. th e a tre  h is to r ia n s  
th a t  Doctor Faustus was th e  f i n e s t  production  
sponsored by the  WPA and c e r ta in ly  one o f the  
most rem arkable s ta g in g s  o f an E lizabethan  drama 
ever seen in  the  U nited S t a te s ." 1
The p lay  was cu t so th a t  i t  la s te d  fo r  one and a h a lf  hours and i t
was performed w ithout an in te rv a l .  W elles' p roduction  o f Dr. Faustus
seems to  have been one of th e  few tw e n tie th  century  s ta g in g s  o f
th e  p lay  which have managed to  get away from the  "museum-piece"
atm osphere. Brooks Atkinson o f The New York Times remarks th a t
prev ious s tag in g s  o f E lizabe than  p lays under cond itions approxim ating
th e  conventions of E lizabethan  th e a tre s  had "a se lf-c o n sc io u s  and
a s c e t ic  look to  them ." "B ut," he con tinues, "Mr. Welles and Mr. Housman
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have m erely looked to  the  s c r ip t  and staged  i t  n a tu r a l ly ."
The method o f s ta g in g  th e  p lay  im pressed the  review ers very  
favourab ly :
"The a c tio n  takes p lace  a g a in s t a b lack back­
ground and th e  p lay e rs  a re  b r i l l i a n t l y  spot­
l ig h te d  a g a in s t i t .  Thus, is o la te d  from th e i r  
surroundings and appearing  fo r  most o f the  tim e 
on a s ta g e  apron th a t  extends f a r  beyond th e  
proscenium , th e  e f f e c t iv e ly  costumed a c to rs  
appear in  e e r ie  space. There a re  trapdoors 
g a lo re , a handsome s e r ie s  o f smoke sc reens, 
many shrewd e le c t r i c a l  co n trap tio n s  and a l l  
th e  dev ices o f modern s tag e  a r t ,  bu t th e  f i n a l  
e f f e c t  i s  o f a tru e  and sim ple t r a n s la t io n  of 
th e  E lizabe than  s tag e  in to  contemporary th e a t r i c a l  
te rm s."  (H.T. )
W elles and Housman r e a l is e d  th e  im portance o f v isu a l e f f e c ts  in
p re se n tin g  Dr. F au stu s: they
"worked ou t -  w ith a combination o f the  utmost 
s im p lic ity  and s k i l l  -  a p e r fe c t  working 
background fo r  a t a l e  o f magic -  pools o f l ig h t ,  
b lack  c u rta in s  opening in  unexpected forms, 
smoke and flam e, everywhere qu ick , sharp 
c o n tra s ts  o f l i g h t  and dark" (T.A.M .).
The Seven Deadly S ins were not played by a c to rs , but were presen ted
by grotesque puppets in  one o f th e  boxes. Faustus and M ephistophilis
seem to have been played e f f e c t iv e ly  by Welles and Jack C arte r.
The m odernity o f th e  v isu a l e f fe c ts  in  W elles' p roduction  
helped to  give new l i f e  to  Dr. Faustus on the  s tag e . His p roduction  
was a resounding success f o r  Marlowe th e  p layw right. I t  proved th a t  
Dr. Faustus i s  " f a r  more than  an a rch a ic  p o e tic  work f i t  only fo r  th e  
l ib r a ry "  and th a t  " the  sim ple and o f te n  naive r e t e l l i n g  o f th e  Faust
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legend .........  s t i l l  has i t s  dram atic fo rc e iu ln e ss"  (H ,T .) .  For
Brooks A tkinson, Dr. Faustus had "the  v i t a l i t y  o f a modern play" (T .) . 
The p roduction  a lso  i l l u s t r a t e d  the  q u a li ty  o f  Marlowe's v e rse :
"seeing  D octor Faustus on th e  s ta g e , you can understand more c le a r ly  
why th e  dram atic  po e try  o f  Marlowe l iv e s "  (H.T. ) .
The f i r s t  p ro fe s s io n a l production  o f  a Marlowe p lay  in  
England s in ce  Benson's Edward I I  in  1905 was a p roduction  o f Dr. Faustus 
a t  the  Rudolf S te in e r  H all on March 1 2 th ., 1940. Faustus was 
played by P e te r  Coke, M ephistoph ilis  by Marne M aitland, and the  
p lay  was produced by B ibiena. This p roduction  d id  no t do as much 
fo r  Marlowe th e  p layw right as th a t  o f  Welles had done, fo r , 
according to  one review er, i t  "v in d ic a te s  Marlowe's power as a poet 
w ithout ex tenua ting  h is  l im ita t io n s  as a d ram atis t"  (0 .^ .2  But the  
production  proved the  e ffe c tiv e n e ss  o f  Marlowe's dram atic  poetry  
and, according to  another review er, i t  was th e  po e try  which ju s t i f i e d  
th e  production :
"the  melodrama i s  no t sh irk ed , th e  fa rc e  i s  n o t 
touched 'up  o r  re f in e d , the  d e v ils  have th e i r  
thunder and l ig h tn in g , and one c e r ta in ly  under­
stands why Dr. Faustus wss once so successfu l: a 
shocker. But n e ith e r  i s  th e  p o e try  neg lec ted , 
and one c e r ta in ly  understands why th i s ,  u n lik e  
most p r im itiv e  t h r i l l e r s ,  i s  s t i l l  perform ed." (T .)
P e te r  Coke spoke th e  F austu s ' l in e s  very  w ell.
The second p ro fe ss io n a l p roduction  o f Dr. F au stu s . again
in  w ar-tim e, came in  1944. The Old Vic Company rev ived  th e  p lay  a t
th e  L iverpool Playhouse on May 1 6 th . , 1944. Faustus was played by
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D. A. C larke-Sm ith, M ephistophilis hy Noel Willman, and th e  p lay  
was produced by John Moody. Moody e lim ina ted  some o f  th e  d i f f i c u l t i e s  
p resen ted  by the  middle scenes by c u tt in g  th e  p lay . The production  
seems to  have beenlA sually  and a u ra lly  e f fe c t iv e . The v isu a l  
a sp ec t o f  the  p lay  was streng thened  by the  decor, th e  masks o f the  
Seven Deadly S in s , by b a l le t s  and by im aginative  l ig h t in g  e f f e c ts .  
C larke-Sm ith gave "a f in e  performance as Faustus, g iv ing  to  i t  a l l  
th e  sombre f i r e  and p o e try  w ith which Marlowe invested  i t "  (S .) ^ 
and Noel Willman gave a " s in i s t e r  study" (S .) o f  M eph istoph ilis .
The t r ib u te  o f  one review er r i s e s  "b eulogy:
"L iverpool has never befo re  had an o p po rtun ity  o f 
seeing  F au stu s . and i f  ever I  see i t  again  I  
q uestion  whether I  s h a l l  be as enrap tured  as I  
was a t  th e  Playhouse l a s t  n ig h t. To see i t  i s  
p a r t  o f o n e 's  dram atic  education  -  fo r  i t s e l f ,  
f o r  the  in sp ire d  production  of Mr. Nbody, and 
th e  a c tin g  o f D.A. C larke-Sm ith and Noel Willman, 
which c au te rise d  th e  mind and fre q u e n tly  checked 
th e  h e a r t" , (L.E. ) .
There were two p ro fe s s io n a l p roductions o f Dr. Faustus 
in  th e  1940*s. The p lay  was produced a t  S tratford-upon-A von on 
Ju ly  1 2 th . , 1946, and rev ived  on A pril 9 t h . , 1947; i t  was again  
produced on October 7 th . ,  194# by th e  Old Vic Company a t  th e  New 
T heatre . The S tra tfo rd  production  was d ire c te d  by W alter Hudd, w ith 
Robert H arris  as Faustus. M ephistoph ilis  was played by Hugh G r if f i th  
in  1946 and Paul S co fie ld  in  1947. Hudd did no t handle the  problems 
p resen ted  by th e  middle scenes o f Dr. Faustus very s a t i s f a c to r i l y .
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His p roduction  d id  no t u n ify  th e  middle scenes in to  any coherent
I
whole: "His masques a re  p u re ly  form al, even a l i t t l e  p e rfu n c to ry .
He sees th e  p lay  as no th ing  b u t a pageant moving to  g re a t verse" (T. I .  ) .  ^ 
Nor d id  th e  p roduction  e:cplain Faustus* continuance in  s in : th e
way in  which th e  d e v ils  and s in s  were played "makes th e  prim rose 
pa th  so u n in v itin g  as to  leave  cause fo r  wonder th a t  th e re  should 
ever be any candidates f o r  th e  e v e r - la s t in g  b o n fire"  ( S , I . ) .
A review er in  1947, however, suggests th a t  "as F austus, from 
beginning to  end, gets such p rec ious l i t t l e  ou t o f h is  barga in , 
maybe th e re  i s  a sm all p o in t"  (8 .8 c .)  in  p re sen tin g  the  Sins as 
re v o ltin g . I t  i s  in te r e s t in g  th a t  Marlowe does no t rece iv e  a l l  th e  
blame f o r  th e  u n in sp ir in g  n a tu re  o f the  middle scenes o f the  
p roduction . One review er suggests ways in  which th e  d e v ilry  might 
be performed so as to  be e f f e c t iv e  fo r  a modernaudience:
" I f  those  p a r ts  o f th e  p lay  which Time has clawed 
were p resen ted  as th e  work of an a th e is t  who 
b e liev ed  in  d e v ils , im agination  overpowering 
reason , i t  i s  p o ss ib le  th a t  even today some 
accep tab le  e f fe c t  o f t e r r o r  might be con trived .
The a l te rn a t iv e  would seem to  be to  make the  
l i t t l e  h e -d ev ils  and sh e -d e v ils  w ith t h e i r  long
t a i l s  * amusing*, and th i s  could w ell be done
w ithout d is c re d i t in g  th e  m agnificent opening 
and th e  s t i l l  more m agnificen t ending" ( T . I . ) .
Robert H arris  had th e  r ig h t  vo ice  fo r  Faustus* l in e s .  He 
appears to  have played Faustus as a rom antic hero ,em phasising  h is
" e x a lta t io n  o f s p i r i t "  (B .P .) and a lso  th e  g e n tle r  and more k in d ly
aspec ts  o f h is  ch a rac te r; bu t th e re  was no t s u f f ic ie n t  v a r ie ty  in
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h is  perform ance. The review er fo r  The Times in  1947 makes some 
in te r e s t in g  comments on th e  e f f e c t  o f Hudd * s p re se n ta tio n  o f th e  
d e v ilry  on H arris* p o r tra y a l o f Faustus:
" I f  th e  v is io n s  evoked by M ephistophelis have 
n o t t h e i r  s i n i s t e r  beauty  Faustus must appear 
the  wrong kind o f dupe". (T. )
L u c ife r had th e  " r ig h t  a i r  o f banefu l splendour", bu t the  "h e -d e v ils
and the  sh e -d ev ils"  were
" le s s  l ik e  many e v i l  gro tesques than the  c re a tu re s  
o f  Christmas pantomime, and the  v is io n s  which 
a ffo rd  Faustus so much e x q u is ite  p leasu re  have a 
d e so la tin g  e f f e c t  o f * a r t in e s s * . I t  i s  a d e fe c t 
which r a d ic a l ly  a l t e r s  th e  ac to r* s handling  o f 
F austus. In  such surroundings he i s  given to  
suggest a powerfuj. mind indu lg ing  in  a sa rdon ic  
and r a th e r  t e r r i f y in g  humour, and fh*. Robert 
H a rris  i s  more o r  le s s  compelled to  concen tra te  
on what i s  k in d ly  and p a th e t ic  in  th e  ra sh  
sch o la r. But he has th i s  year come com pletely 
to  terms w ith th is  somewhat weak conception of 
th e  c h a ra c te r ."  (T .2 .)
Perhaps the  review er was no t f u l ly  aware of th e  p a r t  played by
"sardon ic  and r a th e r  t e r r i f y in g  humour" in  M arlovian drama.
H arris* emphasis on "what i s  k in d ly  and p a th e tic "  in  Faustus,
however, to g e th e r  w ith th e  u n a tt r a c t iv e  n a tu re  o f  h is  rewards in  th is
world, made i t  d i f f i c u l t  fo r  th e  audience to. see wherein la y  Faustus*
s in . According to  one rev iew er, he gave a "moving performance o f
the  * amiable soul* snatched in to  e v e r la s tin g  torm ent a g a in s t a l l
l ik e lih o o d  o r rea l d e se r t” (S .S c .) .  H arris* "continous e x a l ta t io n  o f s p i r i t " ,
fu rtherm ore, which one rev iew er found " ra th e r  monotonous" (B .P .) ,
a ffe c te d  the  in te rp re ta t io n  o f the  whole tragedy:
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"Mr. K a rris  s t r ik e s  th e  h e ro ic  no te  a t  the  
opening o f  th e  p lay  and m ain tains i t  through­
o u t. His damnation should in c rease  through a 
crescendo o f crim e, bu t Mr. H arris  rushes to  
h is  f i r s t  in c a n ta tio n  and never stops u n t i l  
th e  f i n a l  descen t in to  th e  p i t .  This 
s u b s t i tu t io n  o f p re d e s tin a tio n  fo r  f r e e  w ill  
robs "che xragedy of much of i t s  poignancy. " (B .P .)
Hudd's p roduction  perhaps ignored indications in  th e  te x t  o f the
b aser n a tu re  o f some o f Faustus* wordly d e s ire s  and o f th e
hardening o f  h is  h e a r t ,  most c le a r ly  in d ic a te d  in  h is  tu rn in g
a g a in s t the  Old Man, so th a t he could no t repen t.
M eph istoph ilis , as i s  u su a lly  the  case, came across w ell. 
According to  J . C. Trewin, Hugh G r i f f i th  "lacks th e  f u l l  dark 
w eariness o f M e p h is to p h ilis" ,"b u t grows in  a u th o r i ty  and always 
avoids brimstone-melodrama" ( 0 . ) .  Paul Schofield*s M ephistophilis 
was "again  an in s id io u s , g e s tu re le s s  in te rp r e ta t io n  o f L ucifer*s 
d is c ip le  in  monkish tra p p in g s , working by su b tle  p e rsu as io n " (S .2 .) .  
Some o f th e  low comedy in  Dr. Faustus proved to  be amusing in  Hudd* s 
p roduction . Two f r i a r s  in  th e  papal cou rt scene and, su rp r is in g ly  
enough, th e  H orse-Courser and th e  C arte r proved to  be e f fe c t iv e  
comic c h a ra c te rs .
Hudd*s production  o f Dr. Faustus was no t an ou tstand ing  
success fo r  Marlowe the  p layw righ t. W .A.Darlington o f  The D aily  
Telegraph f e l t  th a t  the  p lay  proves "how near to  Shakespeare Marlowe 
stood as a poet" and "how f a r  below him he f e l l  as a d ram a tis t. "
Many e a r l i e r  l i t e r a r y  c r i t i c s  had seen Dr. Faustus as a s e r ie s  o f
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scenes. For one review er th i s  i s  how the  p lay  came acro ss in
Hudd*s p roduction : the  Chorus " tu rn s  the  p lay  in to  a s e r ie s  o f
i l l u s t r a t i o n s  to  a book o f in s tru c tio n "  ( 8 .1 . ) .  But th is  was 
p a r t ly  the  p ro d u ce r 's  f a u l t ,  as one review er, quoted above as 
rem arking th a t  Hudd "sees the  p lay  as no th ing  bu t a pageant moving 
to  g rea t verse" (T .1 .)  im p lies .
N ev erth e le ss , d e sp ite  i t s  d e fe c ts , th e  S tra tfo rd  p roduction  
o f  Dr. Faustus was g e n e ra lly  agreed by th e  review ers to  be p re fe ra b le  
to  th a t  of th e  Old Vic Company in  1948. The te x t  used fo r  th e  1948 
production  was th a t  o f 161b, w ith  th e  om ission of th e  Vanholt and 
H orse-Courser scenes. P h il ip  Hope-Wallace, w ritin g  in  Time and T ide,  ^
r e a l i s e s  th a t  the  m agnificen t beginning and end o f  th e  p lay  a re  
connected by an inadequate m iddle, b u t comments,
"as we have seen a t  S tra tfo rd  and elsew here, a
l i t t l e  courage, a l i t t l e  a b i l i t y  to  k ind le  
the  p o e tic  f i r e  in  'Marlowe*s mighty line*  and 
some in g en u ity  and speed in  th e  middle se c tio n s
and the  e f f e c t  o f a mighty p lay  may s t i l l  be
achieved. "
In  the  Old Vic Company's p roduction  o f the  p lay  th e re  was n e ith e r  
adequate p roduction  of the  middle scenes nor a Faustus imbued w ith 
"p o e tic  f i r e " .  John B u r r e l l 's  p roduction  was a p p aren tly  lack in g  in  
im agination  and too slow and d e l ib e ra te ,  thus allow ing  th e  wealoiesses 
in  th e  middle scenes to  make them selves obvious. One review er found 
th a t  " l i t t l e  he-demons and l i t t l e  she-demons a re , fo r  us, e i th e r
amusing o r tiresom e" (T .) . The Seven Deadly Sins were somewhat
un im aginative ly  p resen ted . Harold Hobson of The Sunday Times compared
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th e  u n a llu r in g  S ins o f B u rre ll  w ith th e  a t t r a c t iv e  Sins o f Poel, 
as r e fe r re d  to  by Shaw. The u n a ttra c tiv e n e s s  o f the  S ins in  
B u r r e l l 's  p roduction  emphasised, whether in te n t io n a l ly  o r  n o t, th e  
w orth lessness o f  what Faustus ob tained  in  re tu rn  fo r  h is  sou l.
The s ta g in g  of the  p lay  in d ic a te d , by d e fa u l t ,  th e  value o f the  
p la tfo rm  s tag e  in  perform ing Dr. F austus. According to  Hope-Wallace, 
th e  s ta g in g  o f the  p lay  was
"u n su ccessfu l, . p a in tu lly  a r ty  much o f  the  tim e, 
a t  b e s t unhandy, n e c e s s i ta t in g  many c u rta in s  and 
y e t boxing Faustus away from us w ith a l l  the  
d isadvantages o f a permanent s e t" .  (T .T .)
Much f a u l t  was found, too , w ith the  Faustus o f Cedric 
Hardvdcke. He lacked  th e  p o e try  and depth  o f f e e l in g  necessary  
to  the  p o r tra y a l o f Faustus. Iv o r Brown in  The Observer compares 
Marlowe's Faustus w ith H ardw ieke's Faustus thus:
"The Doctor i s  a sc h o la r bored w ith sc h o la rsh ip , 
p u ls in g  w ith  rep ressed  v i t a l i t y .  S ir  Cedric 
K ardw icke's Faustus i s  c e r ta in ly  a sch o la r and
in d u b ita b ly  bored: bu t he never s tru c k  me as
p u lsin g  w ith anything. "
P e te r  Fleming o f  The S p ec ta to r remarks th a t  "Hardwicke does no t a c t
bad ly , bu t g ives a p e r fe c t ly  competent performance of a t o t a l ly
d i f f e r e n t  p a r t " :
"Composed ( u n t i l  th e  very end), r a th e r  s c e p tic a l ,  
in c is iv e , and laco n ic  in  the  q u a li ty  i f  no t in  
th e  q u a n tity  o f h is  speech, th i s  Faustus i s  as 
much a s tra n g e r  to  passion  as ib poe try . He grows 
no o ld e r  as th e  tw en ty -four years f l i t t e r  by; 
he b e tray s  a mild s a t i s f a c t io n  a t  h is  su p e rn a tu ra l 
powers, a p o l i te  i n te r e s t  in  th e  phenomena they  
enable him to  evoke, a vague uneasiness about what 
i s  going to  come o f a l l  t h i s :  so th a t  in  th e  end 
one is  l e f t  wondering whether th is  soul o f  h is ,  
which they  a re  a l l  making such a fu ss  about, ever 
r e a l ly  e x is te d  a t  a l l .  "
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Fleming considered , very r ig h t ly ,  t h a t  th i s  n on -poetic  approach 
to  Faustus was a "deadweight" which th e  p lay  "ought n o t to  have 
been c a lle d  upon to  ca rry . " P h il ip  Hope-Wallace in  The M anchester 
Guardian suggests  th a t  "modern fa sh io n , w ith i t s  t e r r o r  o f b ig  
declam ation , may be th e  exp lana tion  fo r  reducing  *î%rlowe*s mighty 
l i n e ' to  mere humdrum o b se rv a tio n ."  On th e  o th e r  hand, B u rre ll  
a p p a ren tly  attem pted  to  compensate f o r  th e  lack  o f p o e try  in  
H ardw icke's Faustus by having h is  speech to  Helen spoken a g a in s t 
background music. 0 shame.' Hardwicke*s p o r tra y a l  o f Faustus seems 
to  have in co rp o ra ted  one o r two su b tle  touches, perhaps in  an a ttem p t 
a t  m odernity. Harold Hobson t e l l s  us th a t  " in  h is  ta lk s  w ith 
M ephistopheles he shows adm irably , by a s h i f t in g  of th e  eye, an 
u n c e r ta in ty  o f a t te n t io n ,  F a u s tu s ' growing u n e a s in e ss ."  But h is  
p o r tra y a l  o f Faustus as a whole was obviously  a mis cake. The ro le  
demands p o e try  and p assion .
Robert S d d iso n 's  M eph istop h ilis  seems to  have been th e  
b e s t th in g  about th e  p roduction : only  M eph istoph ilis  "seems convincing;
th i s  gaunt, nervous f r i a r  has th e  look and sound o f a damned sou l"  (M.G, ) . 
He was "a commanding f ig u re  f u l l  o f b e a u tifu lly -sp o k e n  e th e re a l 
a u th o r ity "  ( D . H . b u t  "h is  p reoccupation  w ith  h is  own in n e r  torm ents 
would gain  r a th e r  than  lo se  i f  he showed a t  tim es those  f la s h e s  o f 
g le e fu l  m alevolence which one expects from even the  most in tro s p e c tiv e  
d e v il  (S .) .  Such " f la sh e s  o f g le e fu l m alevolence" a re , in  f a c t ,  
in d ic a te d  in  th e  te x t .
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In view o f th e  n a tu re  o f B u r r e l l 's  p roduction  and 
H ardw icke's portraysJ. o f F austu s, many rev iew ers, no t s u rp r is in g ly , 
f e l t  th a t  th e  unstagew orthin.ess o f Dr. Faustus had been proved.
W. A .D arlington  o f The D aily  Telegraph p re fe rre d  to  read  th e  p lay
ra th e r  than  to  see  i t :  f o r  him Dr. Faustus i s
"such s t u f f  as dreams a re  made o f when you read 
i t ,  bu t I  must confess I  have always found th a t  
on th e  s tag e  i t  lo se s  co lou r and f o r c e ."
His hope th a t  th e  Old Vic Company would b rin g  the  p la y 's  " f u l l
sp lendour to  l i f e "  was no t r e a l is e d :
" I  b e liev e  th a t  th i s  p lay  d e f ie s  producers and 
eludes a c to rs  because klarlow e's genius was 
no t r e a l ly  a ttu n ed  to  th e  th e a t r e ."  (D .T .)
Another review er comments th a t
"S tray  hol^e-and-corner perform ances had a lre ad y  
in d ic a te d  -  and now a f u l l - d r e s s  Old Vic 
p roduction  abundantly  e s ta b l is h e s  th e  f a c t  -  
th a t  M arlowe's D octor Faustus i s  a c u r io s i ty  
r a th e r  than  a g re a t work o f  a r t " .  (N .C .)
There were, however, a few d is s e n te r s  from th e  genera l opin ion
th a t  Dr. Faustus was more s u i ta b le  f o r  th e  study  th an  fo r  th e  s tag e .
P e te r  Fleming f e l t  th a t  th e  p lay  " s t i l l  deserves a h earin g  on th e
stag e"  ( S . ) ,  though p r im a rily  fo r  th e  sake o f  i t s  p o e try . One or
two review ers imputed th e  blame fo r  th e  f a u l t s  o f th e  p roduction
to  th e  Old Vic Company in s te a d  o f  to  Marlowe. As we have seen,
P h il ip  Hope-Wallace was one such rev iew er. Another rev iew er comments
th a t  he
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"cannot agree w ith those  c r i t i c s  who, because o f 
t h e i r  d isappoin tm ent a t  c e r ta in  a sp ec ts  o f th e  
c u rre n t Old Vic p ro d u ctio n , r e j e c t  Marlowehs 
mighty trag ed y  as a ‘ c u r io s i ty  r a th e r  than  a 
g re a t work o f a r t* " .  (D.W.)
The Old Vic Company's p roduction  o f Dr. Faustus was im portan t in
th a t  i t  f u r th e r  e s ta b lis h e d  Marlowe as a d ram a tis t whose p lays might
be seen  on th e  p ro fe s s io n a l s ta g e , bu t i t  d id  no th ing  fo r  h is
re p u ta tio n  as a p lay w rig h t, and was even d e tr im e n ta l to  i t .
There a re  a number o f reasons f o r  th e  i n te r e s t  o f  th e  
p ro fe s s io n a l th e a tr e  in  fb rlo w e , and in  Dr. Faustus in  p a r t i c u la r ,  
in  th e  1940*s. Amateur p roductions o f p lays by Marlowe and o th e rs  
o f S hakespeare 's  contem poraries had e s ta b lish e d  a p receden t fo r  
staging E lizab e th an  and Jacobean p lays and had proved th a t  they  
could be staged  w ith  some measure o f success . L ite ra ry  c r i t ic is m , 
e s p e c ia l ly , perhaps, t h a t  o f T.S, E l io t ,  had helped to  d issem inate  
Imowledge o f th e  E lizab e th an  and Jacobean drama and td  c re a te  a 
t a s t e  fo r  i t .  The m id -tw en tie th  cen tu ry , a f t e r  th e  second world 
war, has found th a t  i t  has much in  common w ith the  temper o f th e  
l a t e  s ix te e n th  and e a r ly  seven teen th  cen tu ry . Both l i t e r a r y  and 
t h e a t r i c a l  c r i t i c s  have commented upon th is  f a c t .  A fte r  th e  second 
world war, too , th e  th e a tr e  has r i s e n  in  i n te l l e c tu a l  s ta tu s .  I t  i s  
n a tu ra l ,  th e re fo re , th a t  t h e a t r i c a l  managements should have wished 
to  p re se n t on th e  s tag e  th e  c la s s ic s  o f th e  E ng lish  drama.
A, V. Gookman, in  an a r t i c l e  on "S hakespeare 's Contem poraries on 
th e  Hbdern E nglish  Stage" (1958), p o in ts  ou t th a t  th e  "ev o lu tio n  in  
ta s te "  which le d  to  re v iv a ls  o f our l i t e r a r y  drama
213.
"was given a decided impetus by th e  new audience 
which came in to  being  a l l  over th e  country  
du ring  th e  war. This audience demanded, to  th e  
su rp r is e  o f cyn ics, no t th e  f r i v o l i t i e s  h i th e r to  
regarded as n ecessa ry  in  w ar-tim e, bu t any th ing  
th a t  was t h e a t r i c a l ly  good o f i t s  k in d ." 6
Post-w ar aud iences, Gookman co n tin u es ,
"have beenf)und w il l in g  to  face  t r a g ic  is su e s .
They have a lso  developed to  a su rp r is in g  degree 
th e  supreme v i r tu e  o f  c a th o l ic i ty  o f t a s te .
I t  i s  th i s  rea d in ess  to  respond to  
many d i f f e r e n t  conventions o f drama th a t  has 
helped to  e s ta b l is h  Shakespeare as the  most 
popu lar p layw righ t o f  th e  tim e and to  re -k in d le  
in t e r e s t  in  th e  work of h is  a s so c ia te s  and r i v a l s . " 7
Experiments and th e  movement away from rea lism  in  modern drama
have helped audiences to  accep t th e  d ram atic  conventions o f th e
E lizab e th an  drama on t h e i r  own term s. As we have seen, some
rev iew ers o f Dr. Faustus in  th e  1940*s have been more prepared  than
th o se  e a r l i e r  in  th e  centuiy" to  impute blame fo r  weaknesses as much
to  th e  p roduction  as to  th e  p lay . I t  i s  no t only  Marlowe who has
b e n e fite d  from th e  post-w ar "ev o lu tio n  in  t a s te " .  There have been
su c c e ss fu l r e v iv a ls  o f p lays by, f o r  example, W ebster and Ben Jonson.
The reasons f o r  th e  choice o f Dr. Faustus r a th e r  than  any 
o th e r  o f I4arlowe*s p lays f o r  p ro fe s s io n a l p roduction  during  th e  1940*s 
a re  p r e t ty  obvious. Dr. Faustus was a t  th e  tim e, and probably  s t i l l  
i s ,  th e  b e s t known and most h ig h ly  regarded o f % rlow e ' s p lays.
The ro le  o f Faustus g ives wonderful h i s t r io n ic  and vocal o p p o rtu n itie s  
to  th e  le a d in g  a c to r . The s to ry  o f  th e  man who so ld  h is  sou l to  th e
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d e v il  has had a u n iv e rsa l appeal fo r  hundreds o f years and would 
probably  be known in  one form o r ano ther to  the  audience, even i f  
th ey  d id  no t know Marlowe's p lay . Dr. F a u s tu s . would, th e re fo re , have 
more l ik e lih o o d  o f  being a b o x -o ffic e  success than  M arlowe's o th e r  
p lay s .
The 1940 ' s  and 1950 's were an e ra  o f profound re v a lu a tio n  
fo r  M arlowe's p lay s  in  l i t e r a r y  c r i t ic is m . The new a t t i tu d e s  
expressed towards h is  p lays in  th ese  two decades were a n a tu ra l  
re a c tio n  to  th e  rom antic view o f  th e  d ra m a tis t which had p re v a ile d  
f o r  over a hundred y ears . Many o f th e  c r i t i c s  now perceived  th a t  
M arlowe's sym pathies d id  no t n e c e s s a r i ly  l i e  e n t i r e ly  w ith h is  
heroes and they  were thus enabled to  see h is  p lays as complex works 
o f a r t  and n o t sim ply as p ro je c tio n s  o f t h e i r  c r e a to r 's  own Ê e lin g s  
and opinions^ In  th e  1940*s and 1950 's % rlo w e ' s dramas were seen, 
much more than  e a r l i e r  in  the  cen tu ry , as p lays in s te a d  o f dram atic 
poems. This f a c t  i s  both  a cause and an e f f e c t  o f th e  new p e rcep tio n  
o f Marlowe's d ram atic  com plexity.
The c r i t i c i a l  work on Ibrlow e in  th e  e a r ly  years o f  the  
perio d  covered by th i s  chap ter p laced  considerab le  emphasis on 
b io g rap h ica l m a te r ia l. John B akeless in  C hristopher Marlowe (1938) 
and h is  f u l l e r ,  two-volume work. The T ra g ic a ll  H is to ry  o f C hristopher 
Marlowe (1942), and F.S. Boas in  C hristopher Marlowe (194^) drew on 
th e  b io g rap h ica l d isc o v e rie s  o f L e s lie  Hotscn, Mark E ccles and o th e rs , 
as w ell as on e x is tin g  sc h o la rsh ip  as to  sou rces, d a te s  and th e  s t a te  
o f th e  te x t  o f % rlow e' s p lay s . Some c r i t i c s  in  th e  1940*s and 1950 's
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con tinued  to  w rite  in  th e  rom antic  v e in , see in g  Marlowe as a r e b e l ,  
b u t w ith  g re a te r  s u b t le ty  and g re a te r  emphasis on M arlowe's 
i n t e l l e c t u a l ,  r a th e r  than  em otional, p e rs o n a l i ty .  N otable amongst 
th e se  c r i t i c s  a re  Paul H. Kocher, C h ris to p h er Marlowe. A Study o f 
h is  Thought, L earn ing , and C harac te r (1946), Michel P o i r i e r ,
C h ris to p h er Marlowe (195l) and H arry Levin, C h ris to p h er Marlowe;
The O verreacher (1952). Levin w r ite s ,
"The unholy t r i n i t y  o f  M arlowe's h e re s ie s , 
v io la t in g  th e  taboos o f m edieval orthodoxy, 
was an a f f i r m a t io n 'o f  th e  s t ro n g e s t  d r iv e s  
t h a t  anim ated th e  R enaissance and have 
shaped our modern ou tlook . In  th e  s t r i c t e r  
c a te g o rie s  o f  th eo lo g y , h is  Epicureanism  might 
have been l ib id o  s e n t ie n d i . th e  a p p e t i te  f o r  
se n sa tio n ; h is  M achiavellian ism  m ight have 
been l ib id o  dom inandi. th e  w i l l  to  power; 
and h is  Atheism l ib id o  s c ie n d i . th e  z ea l f o r  
knowledge. S ing ly  and in  com bination he 
d ram atized  th e se  id e a s -  th e se  'h ig h e s t  reaches 
o f a humaine w it ' -  pushing them to  l im i ts
beyond which no w r i te r  had gone, and toward
• which we s h a l l  fo llo w  him w ith  mixed fe e l in g s  
o f e x h ile r a t io n  and te m e rity . " 8
These words m ight have been d e riv ed  s t r a ig h t  from th e  c r i t ic i s m  o f
J . A.Symonds. But Levin was n o t un in fluenced  by modern c r i t i c a l
a t t i tu d e s  tow ards M arlowe's p lay s  and th e  f a c t  th a t  th o se  p lay s were
be ing  produced on th e  modern s ta g e . He shows awareness o f  com plexity  
in  th e  p lay s and o f  I\iarlowe ' s s k i l l  as a d ra m a tis t .
The main stream  o f  Marlowe c r i t ic i s m  in  th e  1 9 4 0 's and 1 9 5 0 's
was t h a t  which saw in  h is  p lay s  more orthodox a t t i tu d e s  and more
conscious dram aturgy than  had p re v io u s ly  been reco g n ised . Much o f  th e
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c r i t i c a l  re v a lu a tio n  concerned Dr. F a u s tu s . An a r t i c l e  by James 
Smith in  S c ru tin y  (1939 -  4^) marks th e  break th rough  to  a new 
c r i t i c a l  approach to  th e  p lay . Smith d e sc r ib e s  Dr. F austus as an 
"a lle g o ry "  and a "m o ra lity " . Faustus i s  n o t a rom antic  re b e l  who 
has th e  w holehearted  approval o f  h is  c re a to r  and Marlowe was n o t 
sim ply  conform ing to  orthodox op in ion  in  damning h is  hero . The 
beg inn ing  and whole course  o f  th e  p lay  make h is  damnation in e v i ta b le .
An E lizab e th an  audience would expect th e  fu lf i lm e n t  o f  M ephistophilis*  
prophecy th a t  experience  would change Faustus* mind. "And so " , Smith 
c o n tin u es ,
" I  th in k  would any re a d e r , however l i t t l e  in  
sympathy w ith  th e  id e a s  in  th e  p lay , i f  on ly  
a b le  to  see th e  id e a s  which a re  th e re .
Many rea d e rs  have n o t been a b le , b lin d ed  
c h ie f ly  by th e  p re ju d ic e s  o f th e  n in e te e n th  cen tu ry . " 9
Leo Kirschbaum in  an a r t i c l e  e n t i t l e d  "M arlowe's F au stu s: A R econsidera tion"
(1943) and W, W, Grey in  "The Damnation o f  F austus" (1946) a lso
s t r e s s  th e  m o ra lity  a sp e c t o f  Dr. F austus and deny th a t  th e  hero is
a "superman". Kirschbaum, s t r e s s in g  th e  im portance o f  u n d ers tand ing
E liza b e th a n  drama " in  i t s  own term s, in  term s o f th e  th e a t r e " ,  p o in ts
o u t th a t
"The Faustus whom Marlowe g ives us in  th e  ensuing 
a c tio n  ( i .  è. a f t e r  th e  Prologue) i s  both  more 
complex and l e s s  r a d ia n t  than  th e  u tte ra n c e s  o f 
sc h o la rs  would le a d  us to  ex p ec t."  10
Grey sees a d e te r io r a t io n  in  F a u s tu s ' c h a ra c te r  a f t e r  th e  s ig n in g  o f
th e  bond, a lthough  " th e  seeds o f  decay a re  in  h is  c h a ra c te r  from th e
f i r s t " .  N e ith e r  Kirschbaum nor Grey sees th e  apostrophe to  Helen
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as a rom antic  paean to  c la s s ic a l  beau ty . Kirschbaum p e rc e iv e s  
th e  d ram atic  iro n y  o f  th e  speech w ith  i t s  f i r e  imagery and Grey 
sees F austus as com m itting th e  s in  o f  d em o n ia lity . N icholas B rooke 's 
view o f  Dr. F austus in  "The ^ b ra l Tragedy o f  Dr. Faustus" (1952) i s  
more complex. He argues t h a t  Marlowe used th e  I -b ra l i ty  form, bu t 
in v e r te d  o r s a t i r i z e d  i t s  normal in te n t io n ,  fo r
" th e  course  o f F a u stu s ' r e s o lu t io n  i s  to  damn 
h im se lf; h is  tem p ta tio n , h is  weakness, i s  in  
o f f e r s  o f  repen tance . " 12
L ily  B. Campbell, in  "D octor F a u stu s : A Case o f Conscience" ( l9 5 2 ) ,
s t r e s s e s  th e  in f lu e n c e  o f  th e  R eform ation, as opposed to  th e  R enaissance,
on th e  p lay  and sees i t s  c e n t r a l  d ram atic  i n t e r e s t  as a c o n f l i c t  of
consc ience , Faustus be ing  damned u l t im a te ly  because o f th e  s in  o f
d e s p a ir .  Support f o r  th e  m oral view o f  Dr. Faustus can be found in
th e  conclusions o f  W. W. Grey in  h is  P a r a l l e l  Texts (195^) e d it io n  o f
th e  p lay . Grey shows t h a t  th e  161o t e x t ,  which co n ta in s  more m o ra lity
elem ents than  does t h a t  o f  1604, i s  p robab ly  c lo s e r  to  th e  v e rs io n  o f
th e  p lay  o r ig in a l ly  perform ed than  th e  e a r l i e r  e d it io n .
A nother new elem ent in  m id-cen tu ry  c r i t ic is m  o f  Dr. Faustus 
i s  th e  s e r io u s  defence  o f  th e  m iddle scenes o f th e  p lay  in  term s o f th e  
in d e n tio n  and conscious d r a m a tu ^  o f  zhe au th o r, w hether o r  no t 
Marlowe h im se lf w rote th e  comic scenes. Robert O rn s te in , in  
"The Comic S yn th esis  in  D octor F au stu s" (1955) su g g ests  t h a t
" th e  s la p s t ic k  scenes which t ic k le d  ground ling  
fa n c ie s  u n i te  w ith  th e  seem ingly fragm ented main 
a c tio n  to  form a s u b tly  i ro n ic  t r a g ic  d e s ig n ."  13
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Roland M. Frye in  "M arlowe's D octor Faustu s :  The R epudiation  o f  
Humanity" (1956) and J . C. Maxwell in  h is  essay  on Marlowe in  
The P e lic a n  Guide To E ng lish  L i te r a tu r e  (1956) a ls o  see th e  m iddle 
scenes of ;Dr. F austus as m eaningful. Maxwell s t a te s :
"Whether o r n o t a l l  th e  c e n tr a l  p a r t  o f  th e  p lay  
i s  by Marlowe, th e re  can be l i t t l e  doubt t h a t  
most o f  what i t  co n ta in s  i s  in  accord w ith  h is  
concep tion  o f th e  s i tu a t io n .  I t  was no p a r t  
o f  h is  purpose to  show F a u s tu s 's  reward even 
in  t h i s  world as im posing o r  d ig n if ie d . " 14
This i s  a p o in t  which had come a c ro ss  in  p ro d u ctio n  o f Dr. F a u s tu s .
f o r  example, t h a t  o f W alter Hudd a t  S t r a tfo rd  in  1946 -  47, as
some o f th e  rev iew ers complained. O bviously, th e  defence  o f th e
m iddle scenes o f Dr. Faustus in  term s o f th e  a u th o r 's  in te n t io n  i s
in tim a te ly  r e la te d  to  th e  view o f  F austus as "more complex and le s s
ra d ia n t"  than  e a r l i e r  rom antic  c r i t i c s  had conceived him.
The view o f Dr. F austu s as a k ind o f  orthodox m o ra lity
p la y  which came to  p re v a i l  in  th e  1 9 4 0 's and 1 9 5 0 's i s  r e f le c te d  in
Roy W. B a tten h o u se 's  view o f  Tam burlaine. B attenhouse in  Marlowe* s
"Tam burlaine" (1941), see in g  th e  two p a r t s  o f th e  p lay  as one drama,
argues th a t  M arlowe's in te n t io n  in  w r it in g  th e  p lay  was m oral, as i t
i l l u s t r a t e s ,  f o r  exmmple, " th e  workings o f  F o rtune , and th e  o v e rru lin g
1
o f  F ortune by God's Providence" and, in  connection  w ith  B a ja z e th 's  
f a l l ,  "how God employs one wicked man to  subdue an o th er. "
B attenhouse concludes th a t
"C e rta in ly  th e se  te n  a c ts  o f  Tam burlaine o f f e r  one 
o f  th e  most g rand ly  m oral sp e c ta c le s  in  th e  whole 
realm  o f  E ng lish  dram a." 17
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Marlowe perhaps p resen ts  Tamburlaine w ith le s s  wholehearted 
sympathy than  e a r l i e r  c r i t i c s  had thought, but Battenhouse under­
estim ates the  power o f Marlowe’s dram atic langugage to  evoke the  
aud ience 's  sympathy fo r  h is  hero. K  M. Mahood in  an essay on 
"Marlowe's Heroes" in  Poetry  and Humanism (195^) s id e s  f u l ly  w ith 
n e ith e r  the  rom antic nor the  moral view of Marlowe's p lays:
"Marlowe i s  a m o ra lis t; bu t he does not inven t 
ch a rac te r to  f i t  h is  moral judgements.
Instead  he p o rtra y s , w ith a kind of o b jec tiv e  
sympathy, th e  Renaissance in te l le c tu a l  as he 
found him ." ' 18
A fu r th e r  in d ic a tio n  of th e  c r i t i c a l  pe rcep tion  of dram atic 
com plexity in % rlo w e 's  p lays in  th e  1940* s and 1950 's i s  the  new 
understanding of Marlowe's sp e c ia l kind o f humour and the  recogn ition  
th a t  he d id  not w rite  always on the  h e ig h ts . There a re  references 
in  c r i t ic ism  to  Marlowe's "mordant humour" o r to  h is  "grim o r
, 20s a t i r i c a l  humour" which i s  "always p a r t  and p a rce l o f th e  main p lo t" .
Paul H. Kocher, in  C hristopher Marlowe. A Study of h is  Thought.
Learning, and C haracter, w rites  very  illu m in â tin g ly  on Marlowe's
humour and i t s  p lace  in  h is  p lays. D escribing Marlowe as a "m aster
o f irony", he speaks o f " the  pervasive and p ro tean  ch a rac te r o f h is  
21lau g h te r" ; o f h is  sense o f humour Kocher comments:
"D istinguished  by a su rp r is in g  resou rcefu lness o f 
m atter and method, i t  served to  complement, to  
curb, and sometimes to  rebuke th e  grandiose 
passions of h is  e a r ly  dram as." 22
Kocher emphasises the humour o f Mycetes and Calyphas in  Tamburlaine.
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He sees in  Dr. Faustus. a p a rt from the comedy of the  prose scenes,
humour in  the  "sardonic  sco ffing" 23 o f Faustus h im self during  the
period  o f h is  p ro sp e rity . In Edward I I  the ch ie f kind of humour
c o n s is ts  o f sarcasm in  the  exchanges between opposing fa c tio n s .
In The Jew o f Malta Kocher perceives th a t  j '^Iarlov/e' s sense o f humour
was "the  c o n tro llin g  temper" and achieved "a b r i l l i a n t l y  unorthodox 
2/
comedy." An a p p rec ia tio n  of îb rlo v /e 's  kind of humour and h is  
iro n y  i s  im portant fo r  the  in te rp re ta t io n  of h is  p lays in  the  study
o r in  the  th e a tre . I t  i s  perhaps e sp e c ia lly  im portant in  the
th e a tr e ,  because i t  helps to  provide dram atic l ig h t  and shade, r e l i e f  
from the  sublime h e ig h ts  o ften  reached by the  "mighty l in e " ,  which 
i s  p a r t ic u la r ly  su sta in ed  in  Tamburlaine. As Kocher in d ic a te s , 
Marlowe's humour provides c r i t ic ism  o f h is  heroes w ith in  the  plays 
them selves.
In the  1940 's and 1950 's the  e a r l i e r  somewhat d ism issive  
a t t i tu d e  in  c r i t ic is m  towards Dido. Queen o f  Carthage and The Massacre
a t  P a ris  i s  le s s  apparen t. John P. C utts in  an a r t i c l e  on
Dido, Queen of Carthage (1958) remarks th a t  the p lay  has been 
u n ju s t i f ia b ly  neg lected  and th a t  i t  "has a d i s t in c t  r ig h t  to  be 
considered in , by, end fo r  i t s e l f . " He examines the  ro le  of love 
in  the  play. Paul H. Kocher in  an a r t i c l e  e n t i t le d  "Francois Hotman 
and Marlowe's The Massacre a t  P a r is " (1941) en te rs  in to  a d iscu ssio n  
o f a l ik e ly  source fo r  The lias sacre  a t  P a ris  and concludes th a t  
d e sp ite  "Instances of what seems to  be f a i lu r e  o r ca re le ssn ess  ( i f  the  
t e x t  perm its judgement) in  p lo tt in g  and c h a ra c te r iz a tio n " , o n e 's  ch ie f
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conviction  is  o f
"the d ra m a tis t 's  s k i l l  in  seeing stage  p o s s ib i l i t i e s  
and understanding the  emotions of h is  aud ience ." 26
The beginnings o f a new in te r e s t  in  Marlowe's minor p lays are
s ig n i i ic a n r  ol the  c r i t i c a l  concern fo r  an understanding o f Marlowe's
work in  a l l  i t s  aspects and in  a l l  i t s  newly-discovered complexity
in  the  1940's and 1950 's.
Together w ith the new c r i t i c a l  awareness o f dram atic
complexity in  î^îarlowe's p lays in  the 1940 's and 1950 's went a new
a p p rec ia tio n  o f h is  dram aturgical s k i l l .  The c r i t i c s  began to
see conscious craftsm anship in  every aspect o f Marlowe's p lays.
As we have seen above, c r i t i c s  defended the construction  of
Dr. gaustus by defending the  middle scenes as an in t r in s ic  p a r t  of
the  p lay . In the  e a r l ie r  years o f the  tw en tie th  century i t  had been
th e  general tendency in  c r it ic ism  to  see Tamburlaine as form less.
In the  1940's and 1950 's , however, arguments were put forward on
b eh alf o f Marlowe's dram atic s k i l l  in  constructing  the  play.
Helen Gardner, in  an a r t i c l e  on "The Second P a rt o f Tamburlaine the
G reat" (1942), argues th a t  th e  su b s id ia ry  episodes in  2 Tamburlaine
are  no t merely padding, but are  th em atica lly  linked  to  the  main p lo t,
the  theme o f which l ie s  in  the  idea th a t  "Man's d e s ire s  and a sp ira tio n s
may be l im i t le s s ,  but t h e i r  fu lf ilm en t i s  lim ited  by fo rces o u tside
27the  co n tro l o f the  w il l ."  For example, Tamburlaine' s id .ll  i s
thw arted by Calyphas and, in d ire c t ly ,  by Olympia. G. I. Duthie, in
"The Dramatic S tru c tu re  of Marlowe's Tamburlaine the  G reat. P a rts  I  and I I "  ^
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(1948), attem pts to  re fu te  Una E llis -F e rm o r's  charges ag a in s t 
th e  co nstruc tion  o f Tamburlaine, fo r  example th a t  i t  has "no p rog ress, 
c r i s i s  o r so lu tio n " . Duthie argues th a t  th e re  i s  fo r  Tamburlaine a 
mental c o n f l ic t ,  which provides genuine dram atic suspense, in  each 
p a r t  of the  play . In  th e  f i r s t , p a r t  th e  c o n f l ic t  a r is e s  out o f the 
h e ro 's  love fo r  Zenocrate and h is  sense of m ili ta ry  honour and in  the 
second p a r t  the  c o n f l ic t  i s  between Tamburlaine and death . At the 
end of each p a r t  o f the p lay  i t s  c o n f l ic t  is  reso lved: a t  th e  end
o f th e  f i r s t  p a r t  Tamburlaine spares Z enocrate 's fa th e r , but gives 
up no p a r t  o f h is  m ili ta ry  honour, fo r  he r e a l is e s  th a t  beauty can 
encourage the  w arrio r as w ell as induce clemency; a t  the  end o f the 
second p a r t  Tamburlaine accepts death , but perceives th a t  he w ill
28
have im m ortality  in  h igher spheres and through h is  sons on earth . 
Duthie o v e rs ta te s  h is  case, fo r ,  as he him self r e a l is e s ,  Tamburlaine' s 
successive v ic to r ie s  are  l ik e ly  to  overshadow any more su b tle  c o n f l ic t  
in  the  play.
Leo Kirschbaum, in  h is  a r t i c l e ,  "Some L ight on The Jew o f 
M alta" (1946), and J . C. Maxwell, in  an a r t i c l e  e n t i t le d  "How Bad is  
the Text o f The Jew o f Ms.lta?", defend the  construc tion  o f The Jew of  
Malta by defending the te x t  a g a in s t the  d is in te g ra tio n  theory.
E a r l ie r  c r i t i c s  had seen a g rea t d e te r io ra tio n  in  the  q u a lity  o f the 
p lay  o r had argued th a t  o th er hands had tampered with i t  to  i l l  e ffe c t. 
Kirschbaum and Maxwell argue th a tih e  p lay  is  more or le s s  in  i t s  
o r ig in a l  form and th a t  th e re  is  no g rea t d e te r io ra tio n . Kirschbaum
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remarks th a t
"The p lay  i s  w ell in te g ra te d  and s k i l f u l ly  p lo tte d  . . .
Barabas i s  c o n s is te n t throughout; he i s  a monster 
from beginning to  end -  but a purposive e g o is tic  
monster; every th ing  he does i s  to  revenge, to  
augment, o r to  p ro te c t h im self", 29
and Maxwell deuects no more in  the p lay  than "a c e r ta in  unevenness
o f q u a li ty ."
Edward I I  had s ince  the n in e teen th  century been regarded 
as the  most "dram atic" and b est-co n stru c ted  of Marlowe's p lays.
Robert F rick e r provides fu r th e r  i l l u s t r a t i o n  of i t s  high dram atic 
q u a li ty  in  "The Dramatic S tru c tu re  of Edward I I " (1953). He sees 
th e  p la y 's  s tru c tu re  as "ch a rac te rized  by what may be ca lled  dram atic 
rhythm", whereby Marlowe v a rie s  the  speed of -che ac tio n  in  
accordance w ith h is  dram atic requirem ents. C liffo rd  Leech's 
im portant a r t i c l e ,  "Marlowe's Edward I I : Power and Suffering" (1959),
I  s h a l l  d iscuss below.
The new ap p rec ia tio n  o f Marlowe's s k i l l  in  co nstruc ting  
h is  p lays was complemented by a new understahding of the  purely  
dram atic power and e ffe c tiv en e ss  of h is  p o e tic  language. F. P. Wilson, 
defending Tamburlaine a g a in s t the  charge o f bombast in  Marlowe and 
the  E arly  Shakespeare (1953), remarks th a t
"the  s ty le  o f Tamburlaine i s  vehement and h y perbo lica l 
not so much because Marlowe was young as because he 
was keeping decorum. He was w ritin g  in  passion  of 
a man of passion , and h is  f ig u re s  are  those o f passion .
When the  hyperboles are  those o f Tam burlaine's 
enemies, they are weighted vdth the  irony of 
impending ca tas trophe : when they are  Tam burlaine's,
they  are  informed by h is  z e s t fo r  l i f e  and in s a tia b le  
am bitioh. " 32
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Wolfgang Clemen, in  E nglish Tragedy Before Shakespeare (1955),
would agree w ith Wilson: fo r  Tamburlaine
" 'g r e a t  and thundering speech' i s  the  e n t i r e ly  
ap p ro p ria te  medium o f expression -  and o f
ex is tence ; indeed i t  i s  the one and only
form in  which he does e x i s t . " 33
Clemen analyses the  dram atic q u a li ty  o f the  speeches in  Marlowe's
p lays and perceives th a t  th e  poet expresses the  playw right: the
speech to  "d iv ine Zenocrate" (2 Tamburlaine, 11.2969-3005)
"exem plifies the ease and n a tu ra ln ess  w ith which 
ly r ic a l  form s'could  be absorbed by the  drama; 
i t  shows too th a t  Marlowe the playw right i s  
in separab le  from Marlowe the  poet" ,
f o r  he had the  s k i l l
"to  harmonise the  ly ric ism  o f th is  passage w ith 
the  dram atic s ty le  o f h is  death-bed scene, and 
to  make i t  e ffe c tiv e  in  th e  dram atic sense ."  34
Clemen no tes , too , the  dram atic and psychological e ffec tiv en ess  o f
F austus ' speeches: we can a c tu a lly  perceive Faustus th ink ing  in
so lilo q u y , no t merely rev ea lin g  h is  ch arac te r to  the audience.
Furthermore, Clemen shows th a t  in  Marlowe's p lays the  "dram atic lam ent",
which had been a formula in  e a r l i e r  drama, i s  o ften  genuinely
d ram a tic ,, "a tru e  expression o f p e r s o n a l i t y " , ^5 fo r  example, in
the  K ing 's complaints about h is  dungeon-prison in  Edward I I : here
the lament i s  "so c lo se ly  in te g ra te d  w ith the  v is ib le  ac tio n  tak ing
place" th a t  i t  i s  sc a rc e ly  recognisab le  as a formula. Clemen's
conclusions as to the  p a r t  played by dram atic poe try  in  the
c h a ra c te r iz a tio n  and dramaturgy o f Marlowe's plays seem to  bear out
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M. G. Bradbrook*s statem ent th a t  "The e s se n tia l  s tru c tu re  o f
E lizabethan drama l i e s   in  the words. "
The increased  awareness of the dram atic complexity, 
the  dram atic e ffe c tiv en e ss  o f the  poe tic  language and the 
dram aturgical s k i l l  in  co n stru c tio n  of llarlowe' s p lays in  the 1940 's 
and 1950 's  n a tu ra lly  e n ta ile d  a growing app rec ia tion .Ê>r Marlowe 
s p e c if ic a l ly  as a playw right. During the course of h is  inaugura l 
le c tu re  a t  Edinburgh U n ivers ity  in  1936 P ro fesso r Dover Wilson 
commented with regard to  Shakespearean c r i t is im  th a t
" I t  i s  one of the most im portant l i t e r a r y  d isco v eries  
o f our age th a t  Shakespeare w rote, no t to  be read, 
but to  be acted; th a t  h is  p lays are  not books, but
as i t  were l i b r e t t i  fo r  stage  performance .................
The new c r i t ic ism  has been made p o ss ib le  by two 
d i s t in c t ,  though no t u n re la te d , developments of 
modern times -  the rena issance  of the  English 
th e a tre ,  and the v i r tu a l  red iscovery  a t  th e  hands 
o f W illiam Poel, W. J . Laurence, S ir  Edmund 
Chambers, and many o th e rs , o f the  ch arac te r and 
methods o f the E lizabethan  stage . " 37
These comments are  tru e  a lso  o f  Marlowe and Shakespeare's o ther
contemporary d ram atis ts . As the  n ineteen th  century  revived Marlowe
the poe t, so the  tw en tie th  century  has a t  l a s t  revived Marlowe the
playw righ t, but i t  has been a slow process. The new th e a t r ic a l
a t t i tu d e  in  kkrlowe c r i t ic is m  has only become f a i r l y  widespread
over the  l a s t  twenty, o r even ten , years. The two main reasons fo r
the  delay  in  the  c r i t i c a l  reco g n itio n  o f Marlowe s p e c if ic a l ly  as a
plays'/right are  the  comparative s p a rs i ty  o f Marlovian productions in
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the  f i r s t  fo r ty  years o f th is  century and the d i f f i c u l t i e s  which 
the  p lays them selves would apparen tly  p resen t fo r  a modern 
th e a tre  and a modern audience. Shakespeare’s p lays were an 
im portant p a r t  of th e a t r ic a l  re p e r to r ie s , and, as the  "renaissance  
o f the  English th e a tre "  f lo u rish ed  in  the  tw en tie th  century , i t  
was. n a tu ra l th a t  l i t e r a r y  c r i t i c s  should have come to  concern 
themselves with h is  p lays as plays and w ith th e i r  performance on 
the  modern stage . Furtherm ore, amongst the  g rea t number o f 
c r i t i c a l  works on Shakespeare th e re  was room fo r  a th e a t r ic a l  
as w ell as a l i t e r a r y  approach to  h is  p lays. But, in  the  194 0* s and 
1950 's , as th e re  were more productions o f the  plays o f Marlowe and 
o th e r E lizabethan  and Jacobean d ram a tis ts , as more and more books 
and a r t i c le s  were w ritte n  about them, and as the  c r i t i c a l  approach 
to  t h e i r  plays became more varied  and th e i r  dram atic a b i l i ty  came 
to  be valued more h igh ly , i t  was n a tu ra l th a t  some o f the  c r itic ism  
should be th e a t r ic a l ly  o r ie n ta te d  and th a t  some of the  c r i t i c s  
should show concern fo r  the  success o f the  non-Shalcespearean 
E lizabethan  drama on the  modern stage.
We can see the  beginnings o f c r i t i c a l  ap p rec ia tio n  fo r  
kiarlowe s p e c if ic a lly  as a p layw right in  the  e a r l ie r  years o f the 
tw en tie th  century in  the  work o f a c r i t i c  such as G. P. Baker.
In the  1940‘s and 1950 's , as in  the e a r l ie r  years o f the  century, 
some c r i t i c s  s t r e s s  the  importance o f seeing  Marlowe's p lays in  
terms of E lizabethan dram atic conventions and the  technique o f the
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E lizabethan  th e a tre , T. M, P a rro tt  and R. H. B a ll, in  A Short View 
o f E lizabethan  Drama (1943) consider Marlowe’s plays in  terms o f 
the  E lizabethan  th e a tre , no ting  th a t  2 Tamburlaine and Dr. Faustus 
e x p lo it the  resources o f the  E lizabethan  s tag e , as , fo r  example, 
in  the  use of the  inner stage  fo r  Z enocrate’s death  scene, the  
p rocession  to  crown O allap ine, the  c h a r io t and the hanging o f the  
Governor of Babylon from the  c i ty  w alls in  2 Tamburlaine and the  
use o f firew orks and the  v is io n  of h e l l  in  Dr. Faustus. They see 
B arabas’ f a te  in  The Jew o f I'%lta as " s k i l l f u l ly  adapted to  Marlowe’s
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stage"; in  E lizabethan  terms i t  i s  a "coup-de-thea tre" . Harry
Levin, in  The O verreacher, emphasises th a t  Marlowe's
"prim ary concern i s  the  th ea tre , and we sh a ll  not 
understand him w ithout a ss im ila tin g  the 
E lizabethan th e a tr ic a l  conventions th a t  he d id  
so much to  e s ta b l i s h ," 39
For example, in  Dr. Faustus th e re  appears to  be some incongru ity
"between the  seemingly un lim ited  p o s s ib i l i t i e s  envisioned by F austus '
speeches and th e i r  a l l  too concre te ly  vu lgar re a l iz a t io n  in  the  stage
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b u s in e s s ." But, Levin continues, the  incongru ity  probably
appears g re a te r  to  us th a t  i t  d id  to  the E lizabethans, la rg e ly
because
"we have lo s t  th e i r  h a b it  o f accepting  the 
l im ita t io n s  o f the  stage  as the  conventions of 
the  th e a tre , of tak in g  th e  word fo r  the  deed 
and th e  p a r t  fo r  th e  whole. Suspending d is b e l ie f ,
.in sh o rt, we ought to  be more impressed than we 
u su a lly  a re . " 41
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This l in e  o f  argument was apparen tly  taken in  î-îichael B e n th a ll 's  
p roduction  o f Dr. Faustus in  1961, which I  s h a l l  d iscuss in  the 
fo llow ing chapter. In B e n th a ll 's  production Faustus* use of 
h is  su p e rn a tu ra l powers was made as im pressive aS p o ss ib le  in  
v isu a l term s.
In some favourable comments on Marlowe the  playw right 
we are  no t always aware o f the  q u a lif ic a tio n , "E lizabethan 
p lay w rig h t." Tucker Brooke in  the  chapter on Marlowe in  
A L ite ra ry  H istory  of England (1948), s ta te s  th a t
"Few men can ever have possessed a su re r  n a tiv e  
sense of dram atic v a lu es ."  42
In Tamburlaine. fo r  example, the  " in s t in c t  fo r  dram atic s i tu a t io n
is  everywhere apparent", as in  the  very f i r s t  speech o f the  p lay ,
which rev ea ls  "the  gorgeous impotence of the  P ersian  th ro n e ."
Of Edward I I  Brooke remarks th a t
" i t  seems sounder to  stand  w ith Lamb in  admiring 
th e  ex trao rd inary  dramaturgy o f ( fo r  example) 
the  death scene than w ith those who fin d  poetry  
lack ing  in  the  many sinewy and fru g a l speeches." 44
Harry Levin t e l l s  us th a t  Marlowe was & "born playw right. " 45
A comment such as th is  marks a revo lu tion  in  t a s te  from the  old
c r i t ic ism  o f "poet forced in to  the dram atic mould."
Some c r i t i c s  in  the  1940*8 and 1950*s re a lis e d  th a t  a 
f u l l  ap p rec ia tio n  of Marlowe's plays was only p o ss ib le  by tak ing  
in to  considera tion  th e i r  e f fe c t  in  the  th e a tre . Tucker Brooke perceived 
th a t  the  e f f e c t  o f Marlowe's p lays i s  d i f f e r e n t  when they are  seen
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on th e  s tage  than when they  a re  only read: The Massacre a t  P a ris
" is  l ik e ly  to  seem to  the reader mainly a m atter 
o f a few f in e  so lilo q u ie s , though (as i s  always 
th e  way in  Marlowe) the d riv ing  purpose comes 
out b e t te r  in  the  a c t in g ." 46
Of Dr. Faustus Brooke remarks th a t
" I t  would seem th a t  the  poet i s  here attem pting  
an in te re s t in g  dram atic experiment, a ttem pting , 
th a t  i s ,  to  give stage  p la u s ib i l i ty  to  the 
passage o f a g rea t deal of time ( tw enty-four 
years) between the  opening and close  o f the  play.
On the  s tag e , indeed, the  e f fe c t  i s  f e l t ,  even 
in  our trunca ted  te x t ,  bu t the  reader is  l ik e ly  
to  pass from th e  po e try  of the  opening to  th a t  
o f the c lose too im p a tien tly  to  observe i t . "  47
Brooke sounds as i f  he i s  speaking from personal experience o f the
production of these  two p lay s , and he may w ell be. K atherine Lever
in  an a r t i c l e  e n ti t le d  "The Image of Man in  Tamburlaine, P a r t  I" (1956)
remarks upon the  n e ce ss ity  of r e la t in g  the  p o e tic  imagery of a p lay
to  i t s  th e a t r ic a l  imagery in  order to  app recia te  i t  f u l ly  in
a l l  i t s  complexity. She considers th a t  the  dram atic ten sion  o f
1 Tamburlaine
" is  based on the  in te ra c t io n  of the v isu a l image 
of man's descent in to  b r u ta l i ty  and the  au d ito ry  
image o f man's quest: fo r  d iv in i ty ."  48
For example, a t  the  end o f 1 Tamburlaine we c o n tra s t the  "few v is ib le
wretched signs of Tam burlaine's power", the  dead bodies o f h is
opponents ly in g  on the  s tag e , w ith "the  ex ten t o f power he imagines
he p o ssesses,"  According to  K atherine Lever, Marlowe bases the
s tru c tu re  of the  drama on "the c o n tra s ts  between what we see and
what we hear. " One wonders i f  the  c r i t i c  was influenced  a t  a l l
by Tyrone G u th rie 's  production o f Tamburlaine a t  the  Old Vic in  1951,
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which, as we s h a l l  see p resen tly ,co u ld  very w ell bear out her
argument. She does no t, however, r e f e r  to  th i s  production.
During the  1940's  and 1950’s the  in fluence  of modern
productions of Marlowe's p lays can be seen in  l i t e r a r y  c r i t ic ism .
P h il ip  Henderson, in  And Morning In His Eyes (1937), and Harry Levin
make re fe rence  to  tw en tie th  century productions o f Marlowe's p lays
as dem onstrative o f t h e i r  dram atic q u a lity . Levin po in ts  ou t th a t
tw en tie th  century rev iv a ls  o f Marlowe's p lay s , fo r  example,
G ranv ille-B arker' s, th a t  i s ,  P o e l 's ,  Edward I I . Orson W elles'
Dr. Faustus and Tyrone G u th rie 's  Tamburlaine. "have demonstrated
51Marlowe's stamina as an a c to r 's  d ra m a tis t."  One o r two c r i t i c s
defend apparent f a u l ts  in  th e  plays in  terms o f th e a tr ic a l  experience.
P a rro r t  and B all po in t out th a t  "Experience in  recen t rev iv a ls  has
shoim" th a t  the  middle scenes o f Dr. Faustus are  "very successfu l
on the  s ta g e ."  John B akeless, in  The T rag ica ll H istory  of
C hristopher Marlowe (1942), defends what he considers to  be " m u tilita tio n s"
in  the  te x t  o f The Jew o f Malta in  terms o f th e i r  th e a tr ic a l
e ffe c tiv e n e ss :
"The purely  l i t e r a r y  f a u l t s  of The Jew of M alta, which 
a re  c le a r  enough in  the  study, d isappear in  the  
th e a tre ;  fo r  the  m u tila tio n s  were o r ig in a lly  made 
fo r  the  sake of a th e a t r ic a l  e f fe c t ,  which they 
s t i l l  p roduce." 53
He quotes from Lewis P e rry 's  in tro d u c tio n  to  th e  Williams College
a c tin g  v e rs io n  of the  p lay , which the  co llege  had performed in  1909,
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in  i l l u s t r a t i o n  o f h is  argument:
"C r itic s  o f th is  p a r t ic u la r  play have un ited  in  
saying th a t  the  in te r e s t  f a l l s  o f f  a f t e r  the 
second a c t and th a t  the  play d e te r io ra te s  in to  
such a succession  of horro rs th a t  a l l  dram atic
in te r e s t  i s  l o s t  We did not find  th i s  to
be the case when th e  p lay  was acted . There was, 
on the  o th er hand, a s te a d ily  r i s in g  in te r e s t  
from f i r s t  to  l a s t . "  54
Leo Kirschbaum uses the  evidence of the  same production in  h is
defence o f the  te x t  o f The Jew o f Malta ag a in st d is in te g ra tio n
th e o rie s : " the  p lay  as i t  stands i s  rousing th e a tre ."  55
L ily  B. Campbell makes use of her own experience of Dr. Faustus in
the  th e a tre  to  i l l u s t r a t e  her argument, in  "Doctor Faustus:
A Case o f Conscience", th a t  Faustus* fa te  i s  u n certa in  u n t i l  the
end o f the  p lay , when i t  i s  sealed  by h is  d esp a ir, and th a t  the
p lay  rep resen ts  a " c o n f l ic t  of conscience":
"There is  an alm ost unbearable tenseness apparent 
in  every audience of which I  have been a p a r t , 
no matoer how am ateurish may be the  production.
And th is  ten seness, I  suggest, cannot be
accounted fo r  by any p lay  which p u rpo rts , as
most c r i t i c s  would have us b e liev e , to  show
on the s tage  a man who s e l ls  h is  soul to  the
d e v il and then spends h is  days in  in te l le c tu a l
arguments w ith the  d e v il and undergraduate
pranks on h is  fellowmen u n t i l  i t  i s  time to  pay
h is  h o rr ib le  debt. Surely the  suspense which
every w itness of the  p lay  has f e l t  could not be
m aintained i f  th e re  were not a continuous
u n certa in ty  as to  the  f in a l  outcome of the  a c t io n ." 56
Most of phe re fe rences to  modern Marlowe productions are  
favourable and the  c r i t i c s  fee l th a t  they demonstrate th a t  Marlowe's 
p lays can be su c ce ss fu lly  performed on the  contemporary stage .
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But th e re  i s  some d is se n t. F. S. Boas, in  C hristopher Marlowe (1940), 
fe e ls  th a t
" re v iv a ls  o f Marlowe's p lays on the  amateur o r 
p ro fe ss io n a l stage today do not f u l ly  re a l iz e  
ex p ec ta tio n s" ,
because "some o f the  fe a tu re s  th a t  made fo r  th e i r  contemporary 
triumph now^leave us cold o r even antagonized." 5? Such fe a tu re s  
include "episodes o f crude sensationalism  and b a rb a ric  v io lence". 5#
Such "sensa tiona lism  and b a rb a ric  v iolence" are  perhaps more 
meaningful to  post-w ar audiences than Boas judged them to  be.
Michel P o ir ie r ,  too , in  C hristopher Marlowe (1951) does not fin d  
th a t  modern productions do anything &>r % rlow e' s rep u ta tio n  as a 
playw right:
"Unlike Shakespeare 's, h is  p lays can no longer 
bear the  t e s t  o f performance. To our mind a t  
l e a s t ,  some recen t re v iv a ls  o f Doctor Faustus 
would tend to  confirm th e  opinion ra th e r  than 
to  in v a lid a te  i t .  Considered e i th e r  as a drama 
o f th e  soul o r as a sp e c ta cu la r p lay , h is  
m asterpiece proves u n sa tis fa c to ry  on the modern 
s tage . As a d ram a tis t, kiarlowe belongs to  a 
bygone age which cannot be brought to  l i f e  again. " 59
Not a l l  c r i t i c s  would agree with P o i r i e r 's l a s t  statem ent.
As ea rly  as 1937, Robert'- W ithington, in  Excursions in  English Drama, 
perceived th a t
"Our age has much in  common with the E lizabethan , 
and one o f zhe signs o f th is  rapprochement i s  
The number o f E lizabethan  re v iv a ls . Not only 
Shakespeare but Marlowe and Jonson a re  being 
seen on our stage -  and the  plays a re  p o p u la r ." 60
% ny c r i t i c s  a f t e r  the second world war have found Marlowe's plays
d is tu rb in g ly  s ig n if ic a n t  fo r  the  m id-tw entieth  century. Clarence Greene,
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w ritin g  in  Science and Society  (1946) ju s t  a f t e r  the  war, saw 
in  Dr. Faustus the  "tragedy of ind iv idualism ":
" î^ rlo w e 's  Faustus pursues h is  own in te r e s t ,  
re c k le s s . In doing so, he b rings d is a s te r  
upon h im self. We o f the  tw en tie th  century can 
understand th is  outcome b e t te r  'than Marlowe 
could p o ss ib ly  have done. We have seen th is  
grandiose c u lt  o f  the  omnipotent in d iv id u a l 
p lay  i t s e l f  out. " 61
A fter th e  second world war, the  concept o f the  superman was much
le s s  a t t r a c t iv e  than i t  had been a t  the  beginning of the century.
This f a c t  probably made i t  e a s ie r  fo r  c r i t i c s  to  see in  Marlowe's
p lays c r i t ic is m  of the superhuman a sp ira tio n s  of th e i r  heroes.
Roland M. Frye, in  "Marlowe's Doctor F austus: The Repudiation o f
Humanity" (1956) quotes, apropos Dr. F austus. a comment made by
A lbert Schweitzer:
"The superman, in  the  measure th a t  h is  power 
in c re a se s , becomes h im self poorer and poorer . . . .
The more we become supermen, the  more we become 
inhuman. " 62
The percep tion  of the contemporary relevance o f Marlowe's p lays was
perhaps a fa c to r  in  the d ec is io n  of th e a tr ic a l  managements to
rev ive  them. Tyrone G u th rie 's  productionjjf Tamburlaine in  1951 was
found to  be p a r t ic u la r ly  s ig n if ic a n t .  Harry Levin wrote,
" I t  i s  a sobering comment on our age, i f  not 
on Marlowe's tragedy , th a t ,  a f te r  having a l l  
but dropped out of the  rep e rto ry  fo r  more 
than  th re e  hundred y ears , i t s  recen t re v iv a l 
has been greeted as p e c u lia r ly  meaningful 
and appropria te . " 63
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Guy Boas, too , in  an a r t i c l e  e n t i t le d  "Tamburlaine and the
H o rrif ic "  ( l9 5 l) ,  found G u th rie 's  production of Tamburlaine of
s ig n if ic a n c e  " in  these  d ic ta to r-h au n ted  d a y s ." He saw the p lay
as a moral warning fo r  the  tw en tie th  century, quoting one
review er to  the  e f fe c t  th a t
" i t  ought to  be performed in  every country in  
Europe to  warn people a g a in s t p lac ing  a t  the 
head of the  S ta te  some bloody-minded foo l 
l ik e  Tamburlaine to  knock another n a il  in to  
the  c o ff in  of c iv i l i s a t io n ."  64
I t  is  r a th e r  odd th a t  B attenhouse 's theory as to  the  moral pu rpo rt
o f Tamburlaine fo r  s ix te e n th  century  audiences should have been
affirm ed, as i t  were, but fo r  audiences o f the  tw en tie th  century.
Tyrone G u th rie 's  production o f Tamburlaine which opened
i
a t  the  Old Vic on September 2 4 th ., 1951, w ith Donald W olfit in
the  t i t l e - r o l e ,  was an ou tstand ing  one and caused a considerab le
s t i r .  I t  was an illu m in a tin g  production from two po in ts  o f view.
Guthrie s e t  out to  challenge the  view o f the  p lay  held by l i t e r a r y
c r i t i c s  by proving th a t  i t  was stageab le . Most o f the  review ers
aclmowledged th a t  he had succeeded in  h is  aim. The second p o in t
o f in te r e s t  was the  new view of the p lay  to  which G u th rie 's
p roduction  gave r is e .  No longer could Tamburlaine be seen as a
rom antic paean to  m ili ta ry  g lo ry  and L'Amour de 1 ' Impossib le .
The m ajo rity  o f the  review ers came away from the  Old Vic fe e lin g
65
"b a tte red  and b lood-boltered" (M.G. ) . This was p a r t ly  the  f a u l t  
o f the  production which emphasised the  c ru e l t ie s  p e rp e tra ted  by
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Tamburlaine. W olfit d id  no t catch th a t  f in a l  sublim ating p o e tic  
aspec t o f the  hero which i s  c e r ta in ly  p resen t in  the  te x t ,  fo r  
example, in  speeches such as "Nature th a t  fram 'd  vs o f foure
Elements ........." ( l  Tamburlaine. 11.869 f f . ) ,  "What is  beauty s a i th
my su ffe rin g s  then?" (1 Tamburlaine. 11.1941 f f . ) ,  and Tam burlaine's 
lam ent fo r  Zenocrate (2 Tamburlaine. 11.2969 f f . ) . Furtherm ore, 
th e  ho rro rs o f the  war were perhaps s t i l l  too close  fo r  the  
review ers to  f in d  much th a t  was a t t r a c t iv e  in  the  Tamburlainean 
ch a rac te r. N evertheless, the  production was a u se fu l c o rre c tiv e  
to  the  rom antic view o f Tamburlaine.
Tyrone Guthrie makes some very sen sib le  remarks about
Tamburlaine from th e  p o in t of view of a man of the  th e a tre  in  h is
66in tro d u c tio n  to  the  ac tin g  v e rs io n  o f the play. The d i f f i c u l t i e s  
o f which he was aware in  producing Tamburlaine tended to  be th e a tr ic a l  
and p ra c t ic a l  ra th e r  than l i t e r a r y .  He re a lis e d  th a t  the  play 
requ ired  an a c to r  of "excep tional fo rce  and gusto" fo r  the  t i t l e -  
ro le  and an enormous ca s t. There was a lso  the  problem o f whether 
to  p lay  the  two p a rts  se p a ra te ly , to  perform only one o f them ,or to  
cu t the  te x t  d r a s t ic a l ly  and perform the two p a r ts  as one play.
Guthrie chose the  l a s t  method. The f i r s t  p a r t  o f h is  version  
included Tamburlaine' s conquest o f P e rs ia , h is  conquest o f B a jaze th 's  
Turkish Empire, the  siege  o f Damascus and the  d e fe a t of the  Sultan  
of Egypt; the  second p a r t  om itted the Sigismund and Olympia episodes. 
C la ss ic a l a llu s io n s  were c u rta ile d  in  both p a r ts  o f the  play.
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G u th rie 's  production ran  fo r  about two and a h a lf  hours. Apart 
from th e  p r a c t ic a l  d i f f i c u l t i e s  involved in  the  production of 
Tamburlaine. Guthrie was a lso  aware th a t  " i t s  p e c u lia r  flav o u r 
has been considered u n p a la tab le" , but he f e l t  th a t  a f t e r  the 
second world war, a f t e r  Eelsen and Hiroshima, th e re  may be 
"something a t t r a c t iv e  and contemporary" in  the  p lay  fo r  modern 
audiences. Guthrie ob jec ted  to  the n o n -th e a tr ic a l approach o f 
l i t e r a r y  c r i t i c s  to  Tamburlaine:
"One i s  always grieved to  fin d  how l i t t l e  
scho lars regard a p lay  as raw m a te ria l fo r  
the  th e a tre ;  how drama is  s t i l l  stud ied  
as L ite ra tu re , as s tu f f  intended to  be 
read , no t acted . C ritiq u e  a f te r  c r i t iq u e  
i s  based on l i t e r a r y ,  not th e a t r ic a l  v a lu e s ."
He h im self viewed the  p lay  as "a s o r t  o f r itu a l-d a n ce "  o r "a kind
o f savage O ra to r io ." F in a lly , Guthrie pu t forward h is  production
of Tamburlaine as a challenge to  the  l i t e r a r y  world o f London,
g iv ing  the  c r i t i c s  "an opportun ity  to  judge the  p lay  when acted ,
r a th e r  than when re a d ."
67Donald W olfit in  h is  in tro d u c tio n  to  the  a c tin g  version  
o f Tamburlaine also  makes some illu m in a tin g  remarks. On reading  
th e  p lay  aloud, he and the  o th er ac to rs
"were amazed, not only a t  the  c la r i ty  o f the  l in e  
but a t  the  co n stru c tio n  o f the whole p lay , which 
had a d i s t in c t  and p e c u lia r ly  d i r e c t  q u a lity  o f 
i t s  own."
W olfit found a lso  th a t  "ch a rac te r became c le a r  and d i s t in c t " ,  an
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opinion which was not r a t i f i e d  by review ers of the  production , 
and th a t  "humour shone here and th e re . " He concluded th a t  
Marlowe was an "expert d ram atist" . Like G uthrie, W olfit saw, too , 
th a t  the  time might a t  l a s t  be r ip e , in  view o f the  f a c t  th a t  
poe try  was again being accepted in  the  th e a tre  and in  view of 
th e  horro rs o f preceding years, fo r  a modern audience to  accept 
" the  magic of I% rlowe's verse  and the  c ru e lty  of zhe p lay  which 
run side  by s id e ."
G u th rie 's  production c e r ta in ly  proved th a t  Taraburlaine 
was s tageab le . The Times gives a very  favourable review o f the  
whole production:
"Here, then, i s  the  in sp ired  rh e to r ic , here i s  
the  modern a c to r  in sp ire d  by i t  to  a powerful 
performance, here the  production a t  once 
e lab o ra te  and im ag inative ly  sym pathetic; how 
do we respond to  a dram atic s ty le ,  separated  
from our owi by th ree  and a h a lf  cen tu ries?
A ll th ings considered, we respond 
remarkably w e l l ."
Other review ers t e s t i f y  th a t  Tamburlaine has more than a "curio  value" 
and th a t  i t  i s  "extrem ely ac tab le"  (O .) ,  th a t  "Guthrie and W olfit 
have proved th e i r  p o in t -  th a t  Tamburlaine could and should be 
staged , and rescued from the  bookshelves, th e  l i t e r a r y  s o c ie t ie s , 
and the  l i t e r a r y  dons" (P .P .) ,  and th a t  "Tamburlaine must be 
regarded as s tu f f  fo r  the  stage ra th e r  than fo r  the  study" (T r .) ,  
which l a s t  comment i s  a complete re v e rsa l of e a r l ie r  c r i t i c a l  
opinion. But fo r  T.C.Worsley of The New Statesman and Nation the
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s ta g e a b i l i ty  o f the  p lay  was no t th e  whole q u estio n . He found 
th a t  G u th rie 's  production  o f Tamburlaine proved " e x c e lle n t th e a tre " , 
bu t asked i f  th e  p lay  was worth s tag in g . For him i t  was merely 
a "v as t, spraw ling , t r u ly  h o rr ib le  and, in  the l a s t  a n a ly s is , 
w orth less p la y ." Worsley seems to  have seen no th ing  in  th e  p lay  
bu t the  p h y sica l a t r o c i t i e s .  For h is  judgment o f th e  p lay  as 
" t r u ly  h o rr ib le "  and "w orth less" G u th rie 's  production  i s  a t  l e a s t  
p a r t ly  to  blame, fo r  the  d ir e c to r  emphasised, in  fact,ovo:-em phasised 
th e  h o rro rs . P h il ip  Hope-Wallace o f The Manchester Guardian t e l l s  
us th a t  th e  p roduction  was
"strenuous to  the  p o in t o f su ffo c a tio n ; the  
apron s tag e  i s  con tinuously  heaped w ith w rith ing  
bodies and th e  h o rro rs  a re  never sh irked  -  r a th e r  
the  re v e rse , g lo a tin g ly  p ro tra c te d . "
According to  ano ther review er,
"The s tag e  shudders w ith the  c la sh  o f s te e l ,  
th e  crack o f whips, the  screams o f death  and 
to r tu r e ,  the  curses o f revenge, and the  
r a t t l e  o f b a l l  and chain". (D.M.)
The production  was, I  suppose, in  accordance w ith G u th rie 's  own
view o f the  p lay : "an ex travagan t l y r i c i s m   h eav ily  laced
w ith c ru e lty ; h a rd ly  a scene passes w ithout some a llu s io n  to  o r
e x h ib itio n  o f physica l to r tu r e .  "
W o lf it 's  p o r tra y a l o f Tamburlaine was in  accordance with
th e  emphasis on p h y sica l c ru e lty  in  th e  whole production . He
h im self saw th e  Tamburlaine o f the  f i r s t  part- o f th e  p lay  as a
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conqueror o f "g re a t ga ie ty" w ith "a laughing z e s t fo r  b a t t l e
and a c h ild ish  d e lig h t  in  c ru e lty " ; he saw the  second p a r t  o f
the  p lay  as p resen tin g  the  h e ro 's  in s a n ity  and dow nfall. What
most im pressed th e  review ers about th e  ch a rac te r, a p a r t  from
W o lfit’s immense gusto and r ig h tn e ss  f o r  the  p a r t ,  was Tam burlaine's
g re a t c ru e lty  and cunning and the  contem poraneity o f  such a
conqueror in  th e  post-w ar world. The fo llow ing ty p ic a l  comments
from reviews i l l u s t r a t e  th e  na tu re  o f W o lf it 's  performance and
i t s  e f f e c t  on the  audience: Donald W olfit d ep ic ts  w ith r e l i s h
"the  cunning, c ru e lty , and jo v ia l  arrogance of the Scythian Scourge" (M, G. ) ;
he " b e s tr id e s  th e  stag e  l ik e  some monstrous Mongolian Goering,
avid fo r  blood" (D .) ; and he
" p u lls  ou t a l l  the  stops and c re a te s  a c h a rac te r 
th a t  sickens the  s e n s ib i l i t i e s  but which in  
the  l ig h t  o f rec en t events i s  a l l  too c re d ib le " . (0 .)
W o lf i t 's  perform ance, though th e a t r i c a l ly  b r i l l i a n t  in  i t s  way,
seems to  have brought ou t, on the  whole, only one a sp ec t o f Marlowe's
hero , as some o f th e  review ers note. One review er suggests th a t
W olfit
"should change h is  ' make-up' and a t t i r e .  Tamburlaine 
in  th e  p lay  i s  a charmer as w ell as a fiend : he
wins a t  the  s t a r t  by a t t r a c t in g  h is  fo œ a s  w ell 
as by h o rr ify in g  them. The u n sig h tly  Mongol 
'make-up' i s  a handicap, and the  em peror's 
shoddy wardrobe i s  su re ly  a l l  wrong. His speech 
g l i t t e r s  w ith z e s t fo r  sp lendour."  (0 .)
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P h il ip  Hope-Wallace f e l t  th a t
"Monotony i s  in e v ita b le  where th e re  i s  such 
t o t a l  la c k  o f psycho log ical re v e la tio n  or 
development in  the  c h a rac te r; o r a t  any 
ra te  Mr. W olfit lacks th e  f in a l  im aginative 
surge which might engulf us. One comes away 
b a tte re d  and b lo o d -b o lte red , y e t w ithout the  
expected e x a l ta t io n ."  (M. G. )
Tamburlaine*s lack  o f a t t r a c t iv e n e s s  was not only W o lf it 's  f a u l t ,
bu t the  f a u l t  o f  the  p roduction  as a whole:
"kir. G uthrie has concen tra ted  le s s  on showing 
us why T am burlaine'g fo llow ers id o lis e d  him 
and b a tt le d  b lin d ly  on h is  b eh a lf  than on 
d e p ic tin g  th e i r  b e s t ia l  a c ts  in  d e ta i l . "  (C .E .N .)
One o r two o f th e  review ers r e a l is e d  th a t  the  h o r r i f ic  
tone o f the  p roduction  was no t e n t i r e ly  Marlowe' s f a u l t  and 
suggested o th e r ways o f s tag in g  the  p lay . P h il ip  Hope-Wallace 
considered th a t
"P ossib ly  a d i f f e r e n t  kind of p roduction , more 
form al, le s s  ex travagan t would have helped th e  
verse  f re e  o f the  tu m u lt,"  (M. G. )
a lthough , on the  o th e r hand, such a production  "might a lso  have
ended in  in s ip id i ty " .  Another review er wondered i f ,  w ith a more
sym pathetic Tamburlaine, a production  o f th e  p lay  could succeed
"on the  s tre n g th  o f the  v e rse  alone" (C .E .N .) . John R ussell Brown,
w ritin g  th ir te e n  years l a t e r  on "Marlowe and th e  A ctors" in
The Tulane Drama Review (1964), makes s im ila r  p o in ts . He f a u l t s
G u th rie 's  p roduction  on two accounts: extravagance in  speaking
Marlowe's v e rse  and extravagance in  sp e c ta cu la r  e f f e c ts .  He p o in ts
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ou t th a t  th e re  i s  a tem ptation  f o r  a c to rs  in  % rlow e ' s p lays
to  "indulge in  th e  thundering  sp eech ." ^  bu t emphasises th a t
Marlowe i s  more su b tle  than  th is  tendency im plies. There a re ,
fo r  example, "moments o f p a th e tic  s im p lic ity "  in  Marlowe's p lay s ,
such as th a t  noted by J . C. Trewin in  the  l in e ,  "Come downe from
heauen and l iu e  w ith me againe" (2 Tamburlaine. 1 .308b), which
l in e ,  Trewin remarked, "shone suddenly from the  g ilded  w e lte r  o f
w ords." Trewin was not th e  only review er to  no te  th e  e ffe c tiv e n e ss
o f th i s  moment in  G u th rie 's  production . I f  W olfit and the  r e s t
o f  th e  c a s t  had brought out more moments l ik e  t h i s ,  i t  would, I
f e e l ,  have helped to  balance th e  p roduction , to  sublim ate the
h o rro rs  somewhat. With regard  to  G u th rie 's  b a rb a ric  sp e c ta c le .
Brown p o in ts  ou t th a t  "Tamburlaine i s  arguably  a Renaissance hero ,
n o t a 'b a rb a r ic ' one "and th a t  "E lizabethan  th e a tre  companies were
hard-worked and lim ite d  in  s iz e ,  and th e re fo re  would have sought
70some kind o f s im p lic ity  in  s tag e  management." By s t r e s s in g  
th e  b a rb a ric  aspec ts  o f Tam burlaine's c h a ra c te r , G uthrie and W olfit 
f o r f e i te d  the  expression  o f Renaissance a s p ira t io n , which i s  p resen t 
in  th e  p lay , and deprived th e  audience o f i t s  allow able f e e l in g  
o f e x a lta t io n .
D espite th e  f a c t  th a t  the  review ers saw th e  relevance  
o f Tamburlaine to  th e  modern world, the  h o rro rs  o f G u th rie 's  
p roduction  proved too much fo r  th e i r  p a la te s . Guy Boas in  "Tamburlaine 
and th e  H o rr if ic "  made G u th rie 's  p roduction  o f  Tamburlaine th e
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fo c a l p o in t fo r  h is  argument. Boas r a is e s  " the  old  question  o f
71how f a r  th e  h o r r i f i c  i s  perm issab le  in  a dram atic  performance. "
He f e l t  t h a t  th e  scenes o f c ru e lty  in  Tamburlaine "cannot purge fo r
they  have no p i ty .  We a re  no t moved, we are  only stunned. "
He remarks th a t  th e  h o rro rs  o f The Cons u l, which had re c e n tly  been
perform ed, were made b earab le , because they were "bathed in  the
73a n tis e p t ic  o f m usic." Those rev iew ers, inc lu d in g  Boas, who were 
Itware p rim a rily  o f the  h o rro rs  o f the  p roduction  o f Tamburlaine 
d id  not take  in to  s u f f ic ie n t  co n sid era tio n  the  power o f Marlowe's 
ly r ic ism  and blank verse  music. But th is  was the  f a u l t  o f the  
production  i t s e l f .  Bent, too , on seeing  the  p lay  in  terms o f 
re c e n t even ts, the  review ers could n o t see i t s  s ig n if ic a n c e  as a 
work o f a r t  in  re le a s in g  th e  audience from the  r e s t r a in t s  imposed 
by c iv i l i s e d  so c ie ty . An excep tion  was the review er fo r  The Times;
" I t  i s  s u rp r is in g ly  easy, we f in d , to  accept 
Tamburlaine as an e n t i r e ly  m ythical personage, 
th e  m arvellous hero of f a i ry  t a l e  stage  tragedy  
moving through toy  c a rr ia g e  to  t in s e l  g lory .
Modern l i f e  no doubt has given th e  fe e lin g  of 
r e a l i t y  to  the  excesses of th i s  bloody-minded 
ty ra n t . But i t  i s  no t to  modem l i f e ,  nor to 
any l i f e  o u ts id e  the  th e a tre ,  th a t  we r e la te  
him and h is  superb rodomontade, "
This view  o f the  p lay , however, i s  a lso  lim ite d  in  i t s  own way,
f o r  an im portant p a r t  o f  our a p p re c ia tio n  of a work o f a r t  i s ,  as
Hendrick Rôhrman p o in ts  ou t in  The Wav o f L ife  (1952), "what our
own tim e has made u s ."  "^ 4
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One o r two in te r e s t in g  p o in ts  were ra ise d  by G u th rie 's  
p roduction  o f Tamburlaine. A number o f review ers found th a t  they
had to  change th e i r  opin ion  of the  p lay  on seeing  i t  performed.
W. A .D arlington o f The D aily  Telegraph remarks,
"U n til l a s t  n ig h t a t  th e  Old Vic I  had no t
c le a r ly  re a liz e d  in to  what a ba th  of blood
Marlowe had plunged h is  d e lig h ted  contem poraries"
and
" i t  came as a s tag g erin g  su rp r ise  th a t  i t s  
vaunted hero was q u ite  such a b e s t ia l  
savage, a mere gangster w ith , so to  spealc, 
knobs on. "
These comments rev e a l th e  importance o f the  p h y sica l and the 
v isu a l in  Tamburlaine fo r  a f u l l  understanding  o f i t .  Another 
in te r e s t in g  p o in t which arose  from th e  production  was th e  
p refe ren ce  j^f some review ers fo r  the  second p a r t  o f Tamburlaine. 
whereas some o f  th e  e a r l i e r  l i t e r a r y  c r i t i c s  had p re fe rre d  the  
f i r s t  p a r t .  T. 0. Worsley f e l t  th a t  in  the  f i r s t  p a r t
"The rap id  scenes of conquest a re  a lto g e th e r  too 
s h o r t , they  give th e  im pression of a badly cu t 
f ilm , in c id e n ts  chasing one ano ther f a s t  and 
fu r io u s , w ithout any inner development." (U .S.)
The unsatisfac4-oriness o f the  f i r s t  p a r t ,  however, was probably
p a r t ly  due to  th e  way in  which i t  had been cu t. In th e  second
p a r t  Worsley found th a t
"the  scenes expand and develop s u f f ic ie n t ly  w ith in  
them selves to  s t r ik e  home in  t h e i r  own t e r r i b l e  
way. "
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G u th rie 's  p roduction  o f Tamburlaine. then , proved the  
stagew orth iness o f the  p lay , i l l u s t r a t e d  the  importance of i t s  
v is u a l  and p h y sica l elem ents fo r  a f u l l  understanding  o f i t ,  bu t 
tended to  be one-sided in  i t s  approach. I t  was no t the  only , nor 
th e  b e s t , k ind o f p roduction  fo r  Tamburlaine. One review er 
expressed th e  hope th a t  Tyrone Guthrie
"w ill  one day employ h is  inegnu ity  in  g iv ing  
us an ad ap ta tio n  th a t  w il l  appeal to  more 
than  the  mere groundling in  us a l l . "  (G .E .N .)
In  1956 Toronto and New York saw the  same production  o f 
Tamburlaine. The c a s t was composed o f a c to rs  o f the  Shakespeare 
Company of S tra tfo rd , O ntario , w ith th e  exceptions o f Anthony Quayle  
as Tamburlaine and Coral Browne as Zabina. The New York review ers 
h a ile d  th e  production  as a g re a t success, although again G u th rie 's  
apparen t emphasis on the  p h y s ica l r a th e r  than th e  verba l aspec t o f 
th e  p lay  received  some c r i t ic is m .
A fte r G u th rie 's  p roduction  of Tamburlaine in  19-51 th e re  
was only one more p ro fe s s io n a l Marlowe production  in  England in  th e  (Ay 
I 95C 's , although th e re  were sev e ra l amateur ones. Tavistock 
R epertory Company, under th e  d ire c tio n  o f Eva Holterman, rev ived  
Dr. Faustus a t  th e  Tower T heatre , Canonbury, on A pril 6 th , 1956.
%e in te r e s t in g  fe a tu re  o f t h i s  production  i s  th a t  the  p lay  was 
performed in  modern d re s s , m odern-dress productions of E lizabethan  
p lays being th e  "theatrical fash io n  o f  the  moment. The modern costuming 
o f "the p lay  had in e v ita b le  drawbacks : The Good Angel "g lid es  on l ik e
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a well-m eaning v ic a r 's  w ife" and th e  E v il Angel " l ik e  an over­
so p h is tic a te d  member o f a p o e tic  drama group" (S .) ,  "^ 5 But the  
im portance of th i s  p roduction , I  th in k , l i e s  in  the  f a c t  th a t  i t  
made o f Dr. Faustus something o th er than  a "museum-piece."
A review er po in ted  out the  modern s ig n if ic a n c e  o f th e  p lay :
"The tragedy  o f man's attem pt to  gain  knowledge 
beyond h is  cap ac ity  i s  both e te rn a l  and 
p a r t ic u la r ly  ap p licab le  to  the  p re sen t day." (S .)
A ppropria te ly  enough, Faustus was rep resen ted  as a modern s c i e n t i s t  
in  h is  lab o ra to ry . M eph istoph ilis , presumably w ith memories o f 
th e  war s t i l l  f irm ly  in  mind, was p resen ted  as a "young, clean­
shaven German so ld ie r"  (S .) .  R ichard Beale was "not a hero ic  or 
p o e tic  f ig u re  as F austus" , bu t he managed to  suggest " the  
in e f fe c tu a l  s tru g g lin g s  o f man and a t  tim es approaches tragedy , 
p a r t ic u la r ly  in  th e  long f in a l  speech" (S .) .  The modern costuming 
o f  Dr. Faustus probably a l te re d  th e  meaning o f the  p lay  and may 
have been p a r t ly  resp o n sib le  fo r  Richard B e a le 's  la c k  o f heroism and 
po e try , although the  production  seems to  have made i t s  p o in t and 
th e  dram atic  power o f the  w ritin g  to  have come across s tro n g ly ;
"such i s  the  power o f the  w ritin g  and such i s  
th e  s in c e r i ty  o f th e  a c tin g  and th e  im aginative  
s k i l l  of th e  production  th a t  the  p lay  seldom 
seems absurd and i s  f re q u e n tly  com pelling.
P oetry , in  f a c t ,  i s  shown to  be more trium phantly  
a liv e  than  p ro sa ic  rea lism ". (S .)
Dr. Faustus was d ire c te d  by N ev ill G oghili fo r  Oxford 
U n iv e rs ity  Dramatic S ocie ty  in  1957. The p roduction  opened a t  the
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Playhouse, Oxford, on March 5th . G oghill, con tra  Grey, favoured 
the  I 6O4 v e rs io n  o f the  p lay . P ro fesso r G oghill*s aims in  th i s  
p roduction  of Dr. Faustus a re  described  q u ite  f u l ly  by John Gox in  
an essay in  To N ev ill G oghill From Friends (1966).
"To re c o n c ile  Faustus* in te l l ig e n c e  w ith th e  
fa tuousness demanded o f him by much o f the  
t e x t ,  G oghill sought a c h a ra c te r iz a tio n  which 
was both sc h o la r ly  and exuberant. What was 
requ ired  was not a change o f c h a rac te r so much 
as a re le a s e  o f a l l  those d e s ire s  which sch o la rs
supposedly must suppress in  o rd er to  ge t on .......
This in te r p r e ta t io n  demands o f the  a c to r  a
glamorous animalism which asks no questions and 
perm its none. For Faustus must embrace a l l  
experience w ith equal r e l i s h  and be as v igorous 
in  fa rc e  as he i s  grave in  debate and tormented 
in  tra g e d y ."
G oghill*s in te rp r e ta t io n  o f Faustus was an in te r e s t in g  attem pt 
to  d ea l w ith th e  p lay  as a whole, bu t such an in te r p r e ta t io n  can be 
c a rr ie d  to  extrem es, as was th e  case in  th e  G oghill-B urton film  o f 
Dr. Faustus in  1967, which I  s h a l l  d iscu ss in  th e  nex t chapter.
In  the  f ilm  the  g re a t and a sp ir in g  sch o la r was alm ost l o s t  s ig h t  o f
in  the  would-be "glamorous anim alism ." In the  1957 production
G oghill*s conception of Faustus* c h a ra c te r  does not seem to  have 
q u ite  come o f f ,  perhaps due to  some inadequacy on the  p a r t  o f Vernon 
D obtcheff who played Faustus. D obtcheff d id  no t achieve consistency  
in  h is  p o r tra y a l  o f Faustus:
"he can assume the  p o stu res  o f  overweening am bition, 
g ro v e llin g  h u m ilia tio n , o r t r i v i a l  mockery a t  a 
moment's n o tic e ."  (T .)
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At th e  beginning and end o f th e  p lay  he "suggested weakness 
r a th e r  than  in te l l e c tu a l  p r id e , thus f a i l in g  to  dominate the 
ac tio n "  (D. T. ) .
In  accordance w ith  th a t  c r i t ic is m  o f the  p lay  which 
argued on b eh a lf of the  v a l id i ty  o f th e  middle scenes o f Dr. F au stu s. 
G oghill contended th a t  th e  middle scenes were " ju s t  as much in  
p lace  as gargoyles and m iserico rds in  a go th ic  c a th ed ra l. As fo r  
making them work, the  energy was a l l "  (Cox). He placed the 
in te r v a l  a f t e r  th e  episode o f the  Seven Deadly Sins so th a t  th e  
audience was l e f t  w ith im pression of a d ig n if ie d  Faustus, and 
then  exploded on them an in v en tiv e  papal cou rt scene so th a t  they  
had no tim e to  th in k . He tr e a te d  the  " inescapab le  feeb lesn ess"  o f 
the  l a t e r  comic scenes "as p a r t  o f Faustus' own d e c lin e " , h is  
con ju ring  becoming " in c re a s in g ly  dominated by h is  ga thering  fe a r .
I t  was s t i l l  e f f i c ie n t ,  bu t autom atic, no t re l ish e d , sometimes 
s p i te fu l"  (Cox). This in te rp r e ta t io n  o f Faustus would be in  
accordance w ith Kirschbaum 's and G reg 's view o f the  ch a rac te r.
One review er saw G oghill*s p roduction  as in te rp re t in g  
Dr. Faustus "not as a tragedy  o f one man but as a moral in te r lu d e  
l ib e r a l l y  d iv e r s if ie d  w ith music and sp ec tac le"  (T .) . But according 
to  Gox, the  p roduction  was more su b tle  than th i s ,  b rin g in g  ou t 
something o f the  p la y 's  am biguity:
"The scen ic  framework seemed to  be based upon 
a h ig h ly  s im p lif ie d  medieval cosmography.
Dominating th e  s e t  was a s iz ea b le  c ro ss , 
mounted upon the  c e n tra l  p o in t of a tr ip ty c h  
o f go th ic  a r c h e s ...................  In  design  i t  was
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suggestive  o f the  T r in ity , and by f i l l i n g  the  
t r ip ty c h  from time to  tim e w ith d ia b o lic a l  
personages G oghill could make a t e l l in g  in fe rn a l  
g loss on the  necessary  C h ris tia n  suppositions 
o f the  p la y ."
I  should ju s t  l ik e  to  mention here  th e  London I^larlowe
S o c ie ty ’s p roduction  o f the  r a re ly  performed Dido, Queen o f Carthage.
The p lay  opened a t  the  Q uestors’ T heatre, E aling , on August 2 7 th ., 1959.
Dido was, no doubt, chosen fo r  p roduction  because o f th e  S o c ie ty ’ s
d e s ire  to  honour Marlowe in  a l l  h is  works, bu t the  p roduction
came a p p ro p ria te ly  a t  a time when l i t e r a r y  c r i t i c s  were beginning
to  value  the  p lay  fo r  i t s  own sake. The production  does no t seem
to  have done much fo r  Marlowe’s re p u ta tio n  as a p layw righ t.
The review er fo r  The Times found the  p lay  " la rg e ly  undram atic
analogous to  the  p o e tic  dramas o f th e  n in e teen th  cen tu ry". He
concludes th a t
" I t  i s  c e r ta in ly  no t the  f a u l t  o f  t h e i r  ( i . e .  th e  
a c to r s ’ ) e n th u s ia s t ic  advocacy th a t  i t , s e r v e s  
mainly Do dem onstrate th a t  fo r  a v e rs ion  o f the  
s to ry  w ith tru e  t r a g ic  grandeur we must tu rn  to  
F u rc e ll o r  B erlioz  r a th e r  than  to  Marlowe. " 77
The th e a t r i c a l  emphasis o f the  1940*s on Dr. Faustus appears 
to  have passed somewhat to  Edward I I  in  the  1950’s. Joan L ittiew ood 
d ire c te d  the  p lay  fo r  T heatre Workshop in  1956 and th e re  were a
number o f amateur o r academic productions during  the  1950*s ,
in c lu d in g  a very  im pressive one by th e  Cambridge Marlowe S ociety  in  
1958. The new emphasis on Edward I I  can be a t t r ib u te d  to  an in e v ita b le
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d e s ire  fo r  v a r ie ty  in  Marlowe p roductions, to  th e  p la y 's  s ta tu s  
as fiarlowe' s b e s t-c o n s tru c te d  and most "dram atic" work and 
perhaps to  a more open in te r e s t  in  hom osexuality in  the  m id-tw en tie th  
century . S everal review ers o f the  Marlowe S o c ie ty 's  production  
o f Edward I I  found the  trea tm en t o f hom osexuality, by Marlowe and
by Dhe company, o f in te r e s t .
Theatre Workshop p resen ted  Edward I I  a t  the  l lie a tre  Royal, 
S tra tfo rd  E ast, on A pril 1 9 th ., 1956. The s e t  was very  sim ple,
employing the  bare w all o f the  th e a tre  as a background. This
conveyed "a f a r  b e t te r  im pression  o f gloomy dungeons and c a s t le s  
than  any amount o f scenery  could" (S .) .  The a c tio n  took p lace  
on an acu te  vamp covered by a map o f the  southern  coun ties . At the  
top o f th e  vamp stood a s in g le  p roperty , an elongated th rone , which 
was sym bolically  a p p ro p ria te  to  the  p lay . By changes o f l ig h t in g  
th e  th rone  could be converted in to  a s ta in e d  g lass window o r a 
tombstone. L igh t was used "as a commentary on the a c tio n , being 
e s p e c ia l ly  powerful in  th e  mime scenes th a t  b u i l t  a montage fo r  
th e  c iv i l  war. " ( T. ) .
The programme no te  in v ite d  the  audience to  compare 
Edward I I  w ith Richard I I . C r i t ic s  have seen Richard as a C h ris t-  
l ik e  f ig u re . In  Joan L ittle w o o d 's  p roduction  o f Marlowe's p lay , 
Edward, played by P e te r  Smallwood, was rep resen ted  as a C h r is t- l ik e  
f ig u re , so th a t  the  p lay  became a " s a c r i f i c i a l  r i t u a l ,  th e  doom of 
the  k ing  being apparent from h is  f i r s t  en trance in  a v ictim l's white
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robe and by a f a c ia l  resemblance to  Holman Hunt^s red-bearded 
C h r is t” (T .) . Edward's re la tio n s h ip  to  Gaveston was " th a t  o f a 
devoted dupe who was l a t e r  ab le  'bo f in d  the  same th o u g h tless  
comfort in  r e l ig io u s  s e n tim e n ta li ty ” (T .) , He was n e ith e r  - 
"v ic ious nor a t t r a c t iv e " ,  r a th e r  "a c iv i l iz e d  b u t te r f ly  broken 
under a p o l i t i c a l  wheel" (T .) , Maxwell Shaw, however, managed to  
e l i c i t  some sympathy fo r  Gaveston. In  her p o r tra y a l o f th e  Queen, 
Avis Dunnage faced  the  o ld  problem of I s a b e l la 's  change of h e a r t . 
A pparently, she was more su c ce ss fu l a t  suggesting  "cold ha tred" 
than  "w ifely  love" (S .) .
The review er fo r  The Times makes some very  in te re s t in g  
comments about th e  spealcing o f the  verse  in  th is  production . He 
remarks th a t  Young I^brtim er's advice to  the  Queen,
"Nay madam, i f  you be a w arrio r
Ye must no t grow so p ass io n a te  in  speeches" (11.1762-63)
is . s u rp r is in g  coming from th e  au tho r o f Tamburlaine. and p o in ts  ou t
th a t  Joan L ittlew ood p ro f i te d  from th i s  advice by in co rp o ra tin g  in
h e r p roduction  two d if f e r e n t  ways o f speaking Marlowe's verse  to
c o n tra s t  th e  barons and th e  k in g 's  p a rty  w ith them atic s ig n ific an c es
"The barons, hulk ing  and drab , wearing e x e c u tio n e r 's  
shoulder pads, were allowed to  te a r  a passion  to  
t a t t e r s ;  but the  co u rt group paid Marlowe th e  
long aw aited t r ib u te  o f speaking h is  verse  w ith
u n rh e to r ic a l s e n s i t iv i ty  .........  By t r u s t in g  i t s
in h e re n t music and s c ru t in iz in g  i t  fo r  th e  m inutiae 
o f s i tu a t io n  the  producer created  a d e ta ile d  
ten s io n  between the  c iv i l iz e d  and the  p rim itiv e  
th a t  reduced the  u sua l charges o f h it-o r-m is s  
bombast to  ab su rd ity . "
251.
Joan L ittle w o o d 's Edward I I  thus brought out some o f  th e  su b tle ty  
o f M arlowe's v e rse , which John R ussell Brown complained was 
lack in g  in  G u th rie '#  Tamburlaine. The review er fo r  The Times 
suggested th a t  Miss L ittlew o o d 's  p roduction  o f Edward I I  might 
" change some in h e r ite d  op in ions on Marlowe". But Theatre Workshop 
was no t in  1956 as well-known as i t  l a t e r  bacame and th e  p roduction  
passed by la rg e ly  unnoticed.
The Marlowe S o c ie ty 's  p roduction  o f  Edward I I  in  1958
opened a t  th e  A rts T heatre , Cambridge, on August 4 th . ,  a t
S tratford-upon-A von, in  an open a i r  s e t t in g ,  on August 1 1 th ., and
a t  th e  L yric , Hammersmith on August 25th. The p la y 's  removal to
London fo r  a  run of s ix te e n  performances was due to  i t s  g rea t
success a t  S tra tfo rd . The p lay  was d ire c te d  by a p ro fe s s io n a l,
Toby R obertson, who had h im self played Edward in  a Cambridge
production  o f th e  p lay  in  1952. Edward was played by Derek Jaco b i,
who l a t e r  became a member of th e  N ational Theatre company. At
S tra tfo rd , in  the  open a i r ,  th e  s e t ,  a "background o f w a ttle  fences ,
79ramps and s ta rk ly  dram atic po les" (B .P .) ,  gave th e  a c tio n  " th e  
necessary  c o n s tr ic tio n  from which the  v ic io u s  sq u a lo r, pa thos, and 
f r u s t r a t io n s  o f th e  p lay  b u rs t"  (M^G. ) ,  but was perhaps too "fussy" (T .l .  ) .  
In London a p la tfo rm  stage  was used.
The asp ec ts  o f the  p roduction  which c rea ted  most i n te r e s t  
amongst review ers were th e  e x c e lle n t speaking o f  the  verse  and 
Edward's re la t io n s h ip  w ith Gaveston. One review er t e l l s  us th a t
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"the  main im pression l e f t  by the  performance was 
o f music -  th e  music of blended voices th a t  were 
a l l ,  fo r  once, au d ib le , running th e  gamut o f 
sound from te n d e re s t whisper to  h o a rse s t rage" ( T . l . ) .
Robertson h im self s tre s se d  the  im portance o f th e  language o f the
p lay  in  an in te rv iew  w ith  John R usse ll Brown published  in
The Tulane Drama Review in  1964. He remarked th a t  th e  e x c itin g
th in g  about d ire c tin g  Edward I I  was th e  f a c t  th a t  th e  p lay  "needs
o rc h e s tra tio n " : i t  i s  " the  language th a t  p re c is e ly  d e fin e s
c h a rac te r" . Both Joan L ittlew ood*s and Toby R obertson 's
productions o f Edward I I , th a i, confirm  Wolfgang Clemen's sta tem ent
th a t  "Marlowe the  p la y w ig h t i s  in sep arab le  from Marlowe th e  poet"
and prove the  v a l id i ty  o f John R u sse ll Brown's s t r e s s  on the
im portance o f b rin g in g  ou t the  s u b t le t ie s  o f Marlowe's ve rse  in
production . One review er commented th a t  the  speaking o f the  verse
in  R obertson 's production
" is  an o b je c t le sso n  to  a l l  who essay the  'm ighty 
l i n e ' ; no t a word i s  l o s t ,  sc a rc e ly  an in f le x io n  
bu t i s  tu rned  to  b ring  out a mood." (B .P .)
The Marlowe S o c ie ty 's  trea tm en t o f th e  homosexual theme 
in  Edward I I  makes a sharp c o n tra s t  w ith P o e l 's  p roduction , in  which 
i t  was played down in  accordance w ith th e  sense of p ro p r ie ty  o f 
th e  period . The Phoenix S ociety  in  1923 had rep resen ted  the  homo­
sexual a spec t of G aveston's c h a ra c te r , bu t one o r two review ers 
had remarked upon the  unp leasan tness o f th is  aspec t of th e  play .
But review ers in  1958 found th e  homosexual theme in  Edward I I  o f 
g re a t in te r e s t  and contemporary re levance. Harold Hobson o f
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The Sunday Times d iscu sses  the  homosexual theme a t  len g th :
"Now in  general th i s  to p ic  i s  very  boring , 
p r in c ip a l ly  because i t  i s  t re a te d  e i th e r  
h ;^ 'pocritica lly  o r fo re n s ic a l ly  o r w ith a 
p u r i ta n ic  shudder. I t  i s  a s to n ish in g  . . . .  
how th e a t r i c a l ly  e x c itin g  the  condemnable 
re la t io n s h ip  between two young men l ik e  
Gaveston and Edward can be when th e  p lay­
w righ t accep ts i t  as a sim ple dram atic  f a c t ,  
l ik e  th e  love o f Antony and C leopatra , and 
n o t as a m atte r fo r  argument, d iss im u la tio n  
o r m oralis ing . The h u r t  n e g le c t o f Edward's 
repu lsed  queen, th e  scorn o f Ib r tim e r  fo r  an 
a ll-b o rn  fancy boy, th e  enmity o f the  church­
men a l l  become l iv in g  fo rce s . "
According to  Lawrence K itch in , w ritin g  in  The O bserver.
"The c ru c ia l  re la tio n s h ip  between Gaveston 
and the  King i s  d e a l t  w ith  by g iv ing  th e i r  
r a th e r  t r i t e  endearments a firm  em otional 
base; i t  i s  s in c e re  on both s id e s , and in  
uhe con tex t o f b a ro n ia l p e rsecu tio n  has a 
curious d ig n ity  and f r e s h n e s s ."
On th e  o th e r  hand, the  review er fo r  The Times (2j could see no
s in c e r i ty  on G aveston's s id e  and d escrib es  both Young and Spenser
and him as " icy -h ea rted  p a ra s i te s ."  Another review er d escrib es
Gaveston as
" l iv e ,  a rro g an t, and s h i f ty  l ik e  a scared  
t e r r i e r ,  bu t in  Edward's presence he has a 
fawning hum ility  which, s t r ik in g  a g a in s t 
th e  k in g 's  obsessive  need fo r  him, c re a te s  
a sense o f ro y a lty  ta in te d  and humanity 
degraded. " (M. G. )
Robertson would agree th a t  Gaveston i s  sim ply using  Edward. The
emphasis o f the  p roduction  on Edward's hom osexuality perhaps helped
to  make th e  behayiour o f  th e  Queen, a d i f f i c u l ty  which most modern
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productions o f th e  p lay  have f a i le d  to  solve s a t i s f a c to r i l y ,  
more com prehensible. Lav/rence K it chin  no tes the  im portance of 
see ing  the  p lay  on the  s tag e :
"No study o f th e  te x t  could rep lace  the  s ig h t  
o f  young P rince  Edward, sym bolising 
r e t r ib u t io n ;  o f th e  barons hun ting  in  a 
pack; o f th e  Queen, b a ff le d , as i s  only 
p o ss ib le  fo r  the  woman whose r iv a l  i s  a 
homosexual." (0 .)
Edward's death  scene was very  im ag inative ly  rep resen ted . 
L ightborne "o ffe red  something very  l ik e  love as he took the  worn-
out k in g 's  head in to  h is  lap  and caressed  i t  s o f t ly  in  th e  dark" (T .2 .) .
Toby Robertson in  h is  in te rv iew  w ith John R ussell Brown t e l l s  
us th a t  the  scene was played th i s  way in  o rder to  i l l u s t r a t e  the 
permanence o f Edward's need fo r  love. The murder was staged in  a l l  
i t s  h o r r i f i c  d e ta i l  w ith th e  business of the  s p i t ,  as re la te d  by 
Holinshed. The modern relevance  o f  th i s  "item  from the  Belsen 
f i l e s "  (0 .)  d id  n o t pass unnoticed.
Robertson su c c e ss fu lly  overcame the  d i f f i c u l t i e s  c rea ted  
by Plarlowe' s te le sco p in g  o f a long passage of tim e and th e  ageing 
and development o f c h a rac te rs  which i t  e n ta ile d  by ju d ic io u s  
breaks and by costume and make-up. The f i r s t  break was placed a f t e r  
th e  barons have departed  to  r a is e  troops and Edward i s  l e f t  alone
w ith  Gaveston: "Poor Gaveston, thou h a s t no fr ie n d  bu t me" (c . 1 .1021).
The nex t scene opened "alm ost as i f  i t  were a few years l a te r "  (T.D. R .) ,  
beginning w ith Edward's "And so.we l iv e  here and walk about the  w alls"
(c . 11.1022-23). The second break rep resen ted  the  period  of time
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during  which th e  Queen was ga thering  troops in  France. The 
review er fo r  The Times (2 ) opined th a t
"The p lay  i s  f a t a l i s t i c a l l y  la id  ou t so as to  
i l l u s t r a t e  th e  power o f s i tu a t io n  alone in  
c re a tin g  n o b i l i ty ,  m alevolence, and pathos"
and noted th a t  R obertson 's d ire c tio n  conveyed th is  im pression by
em phasising the  "e x te rn a l q u a li ty  o f changes in  ch arac te r"  by
costume and make-up:
"Edward f i r s t  s t r u t te d  clean-shaven and g igg ling  
in  white t ig h t s  and a lem on-yellow doublet; 
f o r  the  c iv i l  war he sprouted  a spade beard and 
moved w ith m a je s tic  p o r t under weighty re g a lia ;  
and f i n a l ly  dwindled to  a dun ragged shadow". (T .2. )
Thus, Edward was "ab le  to  s t a r t  the  p lay  as a young man of about
e igh teen  or tw enty and f in is h  as a broken man o f about f i f ty "  (T .D .R .)
S im ila rly , kb rtim er
"grew from an inflammably honest Welshman in  
a slouch h a t in to  a tow ering monster whose 
f a r  s leeves swept th e  f lo o r  as he s ta lk e d  
round th e  th rone". (T .2. )
R obertson 's p roduction  proved th a t  th e  supporting  ro le s  
in  Edward I I  a re  em inently a c ta b le  and memorable. As in  Benson's 
p roduction , Kent came acro ss  to  the audience as q u ite  a s trong  
c h a rac te r . John R ussell Brown remarked to  Robertson th a t
"Kent, who seems to  be a v a c i l l a te r  on the  
page, in  your p roduction  became a most u se fu l 
r e p re se n ta tiv e  f o r  common a ffe c tio n  and 
fe e lin g :  a very im portan t s tan d ard ."  (T.D.R.)
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The barons were d is tin g u ish e d  from the  King* s p a rty  by th e i r  
costumes; they  looked medieval in  f u r  and s t e e l ,  w hile Edward 
and Gaveston were c lad  in  I t a l ia n a te  c lo th es . The production  made 
use o f b la c k -su ite d  se rv an ts , who "seemed to  symbolize th e  ho rro rs  
th a t  lu rked  beneath the  g l i t t e r  of th e  court" ( T . l . ) ; ,
The Marlowe Society* s production  o f Edward I I  com pletely 
v in d ic a te d  Marlowe's dram atic  powers as evinced by th i s  p lay .
Harold Hobson h a ile d  th e  production  as an " in c a lc u la b le  trium ph" (S. T .) , 
Another review er remarked th a t  th e  "excellence" o f th e  p lay , o f te n  
overshadowed by Richard I I . i s  confirmed ( T . l . ) .  The speaking o f 
th e  v e rse  brought out "the  unsuspected, dram atic  d ire c tn e ss  o f 
th e  langugage" (K  G. ) . Lawrence K itch in  paid  t r ib u te  to  Edward I I  
as "a m asterp iece f i t  fo r  a n a tio n a l rep e rto ry "  (O .) .
C lif fo rd  Leech found th e  Marlowe Society*s p roduction  o f 
Edwp-rrl I I  s u f f ic ie n t ly  n o tab le  to  make i t  th e  s ta r t in g -p o in t  of 
an essay on the  p lay  in  C r i t i c a l  Q uarte rly  in  1959. In "Marlowe*s 
Edward I I : Power and S u ffe ring"  Leech argues th a t  in  Edward I I  
Marlowe was concerned w ith th e  re la tio n s h ip  between power and 
su ffe r in g . As in  Tam burlaine, su ffe r in g  i s  "consequen tia l on the  
e x e rc ise  and th e  dream o f power", but in  the  e a r l i e r  p lay  the  
emphasis i s  p laced on power and in  Edward I I  on su ffe r in g . But 
Leech argues, d e sp ite  klarlowe's concern w ith the  ideas o f power and 
s u f fe r in g , "during  the  a c tu a l process o f com position what concerned 
him more d i r e c t ly  was p a r t  o f th e  sp e c ta c le  o f human l i f e . "
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T herefore, in  p roduction  and c r i t ic is m ,
"we should pu t our immediate s t r e s s  on th e  th in g  th a t  
was most f u l ly  and p e r s i s te n t ly  a liv e  to  the  
d ra m a tis t as he was tu ritin g , and th a t  i s  th e  
a c tio n  and th e  human beings involved in  i t .  Each 
c h a ra c te r  must be allowed to  make h is  b id  fo r  
our a t te n t io n  and our sym pathetic response, 
d e sp ite  the  obvious f a c t  th a t  we s h a l l  be more 
in te re s te d  in  some than  o th e rs . " 82
Leech i l l u s t r a t e s  h is  argument by re fe ren ce  to  the  Marlowe S o c ie ty 's
production  o f  Edward I I , which was, he says, "ch a rac te rize d  by
something th a t  we may c a l l  'n e u t r a l i t y ' . "  Toby Robertson in
h is  in te rv iew  w ith John R u sse ll Brown affirm ed th a t  he "did concen tra te
on t e l l i n g  the  s to ry  through th e  c h a rac te rs  and perhaps no t
worrying about ' i n t e r p r e t a t i o n '" and th a t  he t r i e d  to  f in d  a way
to  give th e  minor c h a rac te r  " the  abso lu te  focus th a t  was necessary
and th a t  he needed to  support him" (T .D .R ,). As a r e s u l t  o f the
" n e u tra li ty "  o f R obertson 's d i re c tio n . Leech was ab le  to  f e e l
"the  d iffu se d  v i t a l i t y  o f th e  human sp ec tac le"  in  Edward I I , and
seeing  th e  p lay  on the  s tag e  made i t
"more a v a ila b le  to  us as a whole than  i t  had 
p rev io u s ly  been. On the  s ta g e , through the  
persons o f the  a c to rs , we could become more 
deeply  aware o f the  m ental p ressu res  exerted  
on Edwai'd and I s a b e l la  and th e  r e s t .  " 84
L eech 's essay  i s ,  in  i t s  th e a t r i c a l  o r ie n ta t io n , a f a r  cry from
e a r l i e r  l i t e r a r y  c r i t ic is m  o f lYlarlowe' s p lays.
In  1938 John Bakeless could w rite  o f ibrlow e th a t  "None o f 
h is  p lays holds the  stage  today save as b r ie f  re v iv a ls  fo r  the  
d e le c ta t io n  o f curious l i t e r a r y  f o lk ." 85 But the  twenty years from
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1940 to  I960 saw Marlowe e s ta b lish e d  on th e  p ro fe s s io n a l 
s tag e  and f irm ly  entrenched on the amateur, p a r t ic u la r ly  the  
academic, s tage . By the  end o f  th e  period  d iscussed  in  th is  
chap ter l i t e r a r y  c r i t i c s  had come to  r e a l is e  th e  im portance o f 
modern productions fo r  a f u l l  understanding  o f Marlowe's p lay s , 
so much so th a t  C liffo rd  Leech could use a s tage  production  as 
th e  s ta r t in g -p o in t  fo r  an academic essay on Edward I I .  In the 
1960 ' s  th e  p rog ress made by the  th e a tre  in  s tag in g  Marlowe's 
p lays and by th e  c r i t i c s  in  d isc u ss in g  them in  th e a t r i c a l  terms 
becomes even more apparent.
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CHAPTER VI 
klarlowe Today: the  1960's
In Marlowe c r i t ic is m  o f the  1960's the  in fluence  o f 
modern productions o f h is  p lays is  very  much apparent. C r it ic s  
now take  th e  f a c t  th a t  Marlowe's p lays are  being produced in  the  
th e a tre  fo r  gfanted. Even when they do no t r e fe r  to  sp e c if ic  
p roductions, the  teno r o f t h e i r  c r it ic ism  shows th a t  they are  
concerned w ith the  e f fe c t  o f the  p lays in  performance. Several 
c r i t i c s  make i l l u s t r a t i v e  re fe rence  to  modern productions o f 
l^ r lo w e 's  p lays and th e re  a re  even whole a r t i c l e s  devoted to  
Marlowe productions. I l lu s t r a t i v e  o f the  strong  th e a tr ic a l  
o r ie n ta t io n  o f much contemporary c r i t ic is m  is  the  Marlowe issu e  
o f The Tulane Drama Review in  1964, in  which th ree  out o f th ir te e n  
a r t i c l e s  are  devoted to  Marlowe productions, ano ther i s  concerned 
w ith the  s tag in g  o f the  p lay s , a f i f t h  w ith th e i r  v isu a l e f fe c ts , 
and o th ers  rev ea l th e a tr ic a l  awareness and concern on the  p a r t  o f 
th e i r  au thors.
Marlowe i s  seen by the  m ajo rity  o f c r i t i c s  in  th is  decade 
as, em phatically , a d ram a tis t, and a d ram atis t o f complexity. 
Ambivalence o r conscious am biguity i s  the  keynote of much contemporary 
Marlowe c r it ic ism . C r i t ic s  in  the  1960's are  concerned w ith the  ways 
in  which the  t ra g ic  and the  comic, the  verba l and th e  v isu a l, 
elements in  the  plays in te r a c t  and produce an ambivalent e f fe c t
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o r w ith the  ways in  which Marlowe m anipulates th e  au d ien ce 's  
sym pathies fo r  o r a g a in s t h is  heroes. The contemporary s tr e s s  
on ambivalence in  Marlowe's p lays i s  a n a tu ra l sy n th esis  o f  the  
e a r l i e r  views o f Marlowe as a rom antic reb e l in  th e  n in e teen th  
and e a r l i e r  tw e n tie th  century  and as an orthodox m o ra lis t  in  the  
1940 's and 1950 's . I t  i s  a lso  re la te d  to  the  growing c r i t i c a l  
a p p re c ia tio n  of Marlowe's powers s p e c i f ic a l ly  as a d ram a tis t and 
to  an understanding  o f the  e f f e c t  o f Marlowe's p lays in  the  th e a tre ,  
la rg e ly  made p o ss ib le  by modern p roductions. Problems ra ise d  by 
Marlowe's p lays a re  re fe r re d  by c r i t i c s  in  the  I9 6 0 's , more than 
ever b e fo re , to  t h e i r  e f f e c t  in  the  th e a tre . The th e a t r ic a l  
o r ie n ta t io n  o f much contemporary I4arlowe c r i t ic is m  has helped to  
make p o ss ib le  a f u l l e r  understanding o f h is  p lays in  a l l . th e ir  
d ram atic  complexity.
A ppreciation  fo r  Marlowe's s k i l l  s p e c i f ic a l ly  as a 
d ram a tis t i s  apparent in  much of the  c r i t ic is m  of the  1960 's.
A comment made by Harold Brooks in  an essay in  C hristopher I%rlowe 
(1968), the  f i r s t  o f th e  Mermaid C r i t ic a l  Commentaries s e r ie s ,  
r e f le c t s  th e  growth of such an a p p rec ia tio n  during  the  middle 
years o f th i s  century;
" I  have had to  d isabuse m yself o f the  no tion  th a t  
he was a poet f i r s t ,  and a d ram a tis t a long way 
second ." 1
N icholas Brooke in  an a r t i c l e  on "Marlowe the  D ram atist" in
Stratford-upon-A von S tud ies (1966) goes so f a r  as to  rev e rse  the
old  c r i t ic is m  o f Marlowe as "a poet who lacked dram atic ta le n t" ;
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fo r  Brooke he was
"a d ram a tis t lAo had the  resources o f a g rea t poet 
a t  h is  command, when requ ired . " 2
Brooke j u s t i f i e s  h is  high opinion of Marlowe's in n a te  dram atic
a b i l i t y  by showing th a t  he was " a c tiv e ly  enough in te re s te d  in
dram atic  s tru c tu re  to  experiment w ith as many d i f f e r e n t  forms
3
as he wrote p la y s ." He argues th a t  th e  form o f The Jew o f Malta 
de riv es  from p lays such as Cambises. which
"can move between the  p o la r i t ie s  o f s tra ig h tfo rw ard  
se rio u sn ess and o u tr ig h t  fa rc e , no t by a l te rn a t in g  
d i f f e r e n t  s e ts  o f a c to rs  in  se p a ra te  p lo ts , bu t by 
vary ing  use of the  same perform ers no more 
bew ildering  to  the  audience than the a lte rn a t io n s  
between p a tr io tism , s a t i r e ,  s la p s t ic k  and pathos 
in  a modern review ", 4
th a t  the  form o f D r.Faustus d e riv es from th e  e a r l i e r  m o ra lit ie s
and th a t  of Edward I I  from the  new h is to r ie s  and the  m irac le  p lays.
Thus, th e  s tru c tu re  o f each p lay  i s  d i f f e r e n t  in  kind, no t in
q u a li ty ,  and th e re  i s  no q u estio n  o f one p lay  being a s t r u c tu r a l
advance on another. B rian  Gibbons, in  an essay in  th e  Mermaid
C hristopher Marlowe, pursues B rooke's th e s is  w ith regard  to  Dido,
Queen o f Carthage, which he d iscu sses s p e c i f ic a l ly  as a p lay , a
p lay  in  th e  mode of the  cou rt drama. Other c r i t i c s  r e f e r  to
5 6 
Marlowe as "a man o f th e  th e a tre "  and to  th e  " th e a tr ic a l  m astery"
o f The Jew of M alta.
In  th e  I9 6 0 's , then , Marlowe's conscious a r t i s t r y  as a 
d ra m a tis t i s  f irm ly  e s ta b lish e d  in  c r i t ic is m . Thus, i t  i s  p o ss ib le  
fo r  c r i t i c s  to  recognise conscious a r t i s t r y  in  those elements o f 
h is  p lays which e a r l i e r  c r i t i c s  had found i t  d i f f i c u l t  to  exp la in
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o r ju s t i f y .  The middle scenes o f  Dr. F austus, of course,
c o n s t i tu te  one such d i f f ic u l ty .  P h il ip  Brockbank in  h is  book on
Dr. Faustus (1962) argues th a t  "Marlowe clowns to  a purpose";
" Ju s t as th e  tragedy  i s  p re c is e ly  focused on 
the  presum ption o f man, so too i s  th e  comedy." 7
G. K. Hunter in  an essay in  The Tulahe Drama Review (1964) argues
fo r  a " f iv e -a c t  s tru c tu re "  in  Dr. F austus. He argues th a t  the
p lay  moves in  a s in g le  d ire c tio n  in  f iv e  c le a r  s ta g e s , "backwards
8
in to  ever more s u p e r f ic ia l  shallow s o f knowledge and ex p e rien c e ."
The people encountered by Faustus are  p ro g ress iv e ly  lower in
s o c ia l  s ta tu s  and th e  subp lo t parodies the  main p lo t  in  i t s  so c ia l
descen t. Faustus* a c ts  o f magic, to o , become p ro g re ss iv e ly  le s s
worthy, so th a t  th e  l a t e r  ones a re  no t incommensurate w ith those
performed by Robin. Warren D. Smith, in  an essay on "The Nature
o f E v il in  Dr. F austus" (196$), a lso  sees Marlowe the  conscious
a r t i s t  a t  work in  the  middle p a r t  of the  1604 te x t  of th e  p lay ,
which n o t only provides r e l i e f ,  bu t a lso
"provides an in te r e s t in g  argument a g a in s t s in  by 
e s ta b lis h in g  e v i l ,  though t e r r i b le  in  consequence, 
as a c tu a lly  p e tty  in  n a tu re . " 9
But i t  seems to  me th a t ,  a lthough the  subp lo t i s  obviously  a
parody o f the  main p lo t  and th a t  i t  i s  a v a lid  in te rp re ta t io n  o f
th e  p lay  to  see F au stu s’ rewards fo r  h is  s in  as u n sa tis fa c to ry  even
in  terms of th is  world, th e re  i s  s t i l l  a c e r ta in  am biguity as to
how we are  to  view Faustus* a c t iv i t i e s  which i s  no t in te n t io n a l ,
bu t which may perhaps be due to  dual au tho rsh ip . A fter a l l ,  some
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of Faustus* a c t iv i t i e s  are  decided ly  worthy of th e  a sp ir in g  
sch o la r: "To know the  s e c re ts  o f  Astronomy./G rauen in  th e
booke o f loues h is  firmament" ( l l .  793-94) and "Haue not I  made 
b linde  Homer s in g  to  me" (1. 637). In  f a c t ,  what has probably 
been the  most s a t is f a c to ry  production  o f th e  p lay  in  modem tim es, 
M ichael B e n th a ll* s p roduction  fo r  th e  Old Vic in  1961, which I 
s h a l l  d iscu ss  b e lo w ,w o r k e d  on th e  prem ise th a t  Faustus* 
a c t iv i t i e s  a f t e r  h is  c o n tra c t w ith th e  d e v il a re  worthy o f him 
and should be made to  appear so. Any o th e r kind o f p roduction , 
whether i t  be "che f a u l t  o f ‘che production  or th e  p lay  i t s e l f ,  has 
shown th e  p lay  to  be in c o n s is te n t , no t consciously  am bivalent, 
and even scrappy. To th is  problem of in te rp re ta t io n  I  s h a l l  
r e tu rn  below. G. K. Hunter in  an essay  on The Jew o f M alta in  
1964 argues fo r  an in te n t io n a l  " s tru c tu re  o f d ec lin e"  in  th is  
p lay , as in  Dr. F austu s, in  opp o sitio n  to  the  o ld e r view o f the  
p lay  as d e te r io ra t in g  in  q u a li ty :
" th e  descen t from A bigail to  Ithamore i s  one which 
c a r r ie s  Barabas, lo g ic a l ly  and inexorab ly , through 
ever-d im in ish ing  c i r c le s  of personal freedom in to  
depths o f ever p e t t i e r  c r im in a lity , in to  spheres 
where th e  cu t-p u rse  (P ilia -B o rza ) and courtesan  
a re  n a tu ra l in h a b ita n ts . " 11
The d i f f i c u l t i e s  o f Marlowe * s p lay s , seen in  contemporary 
c r i t ic is m  as conscious com plexity o r ambivalence, a re  o ften  
re fe r re d  to  th e  f a c t  th a t  the  p lays a re , in  f a c t ,  dram atic o r to  
t h e i r  e f f e c t  in  the  th e a tre . Frank B. F ie le r ,  in  an essay  on 
"Tamburlaine, P a r t I  and i t s  Audience" (1961), d iscu sses  the  problem
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o f how f a r  we are  to  f e e l  sympathy fo r  Tamburlaine in  term s o f 
Marlowe * s dramaturgy:
"I4arlowe d id  no t a t  a l l  tim es wi6h to  p resen t 
Tamburlaine as t o t a l l y  adm irable. The view o f 
Marlowe the  d ram a tis t which emerges in  the  
p re se n t essay i s  th a t  o f a h ig h ly  conscious 
a r t i s t  in tim a te ly  and c o n s is te n tly  concerned 
w ith th e  e f f e c t  o f h is  words, and achieving  
•che p re c ise  responses he d esired  by a r t f u l ly  
working upon the  common moral p re d isp o s itio n s  
o f h is  audience", 12
so th a t  i t  would fe e l  both adm iration and d isapprobation  fo r
the  p ro ta g o n is t. C. L, Barber, w ritin g  in  The Tulane Drama Review.
re fe r s  th e  c r i t i c a l  dichotomy about Dr. F austu s. the  is su e  of
whether i t  i s  "a fa b le  about a Ibdem  klan who seeks to  break out
o f Medieval l im ita t io n s "  o r a m orally orthodox p lay , to  the  f a c t
th a t  i t  i s  " ir re d u c ib ly  dram atic". Marlowe
"dram atizes blasphemy, bu t not w ith th e  s in g le  
p e rsp ec tiv e  o f a re l ig io u s  p o in t o f  view: he
dram atizes blasphemy as h e ro ic  endeavour." 14
The p lay , fo r  Barber, does no t involve sim ply the  a l te rn a t iv e s  o f
good and e v i l ,  f o r  Marlowe has w ritte n , n o t a m o ra lity  p lay , bu t
a tragedy , and th e re  i s  " the  fu r th e r ,  he ro ic  a l te rn a t iv e .
T. W. C raik, too , in  h is  e d it io n  o f The Jew o f M alta (1966), re fe r s
the  moral am biguity of th e  p lay  to  i t s  dram atic n a tu re :
"The p lay  i s  e s s e n t ia l ly  n e ith e r  p ropagandist nor 
m o ra lis t ic  ( in  e i th e r  an orthodox o r an unorthodox 
s p i r i t ) ,  but dram atic , kb ra l questions a re  no t 
s e r io u s ly  d iscussed : they  a re  i ro n ic a l ly  touched
upon and l e f t  .........  The manner o f h is  (B arabas ')
co n te s t w ith the  C h ris tia n s  i s  more im portant
than  such moral b a s is  as th is  c o n te s t may have. " lb
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Douglas Cole, in  S u ffe rin g  and E v il in  the  F lays o f C hristopher 
Marlowe (1962), pu ts  forward a s im ila r  p o in t o f view about 
Edward I I . He argues th a t  the  p lay  shows the  human re s p o n s ib i l i ty  
f o r  su ffe r in g  and th a t
"T his, to g e th e r  v/ith the  r e t r ib u t iv e  urgency o f 
the  p la y ’s conclusion , c o n s titu te s  a view o f 
su ffe r in g  and e v il  th a t  i s  b a s ic a lly  moral and 
t r a d i t io n a l .  "
But, he con tinues,
"w ith Marlowe th a t  view needs no m oralizing; 
the  d ram atiza tio n  i s  enough." 17
Several c r i t i c s  in  the  I960’s are  aware o f th e  need fo r  
t h e a t r ic a l  experience in  ev a lu a tin g  and in te rp re t in g  Ib rlow e’s 
p lays. C lif lo rd  Leech, p re-em inen tly , i s  aware o f th i s  need.
In h is  in tro d u c tio n  to  Marlowe. A C o llec tio n  of C r i t i c a l  Essays (1964) 
Leech remarks th a t
" I f  we cannot see the  p lays ac ted , we are  in e v ita b ly  
making a guess when we d iscu ss  t h e i r  s ta g e - 
w orthiness o r the  kind o f e f f e c t  they  would have 
in  the  th e a tr e ."  18
He s tre s s e s  too , th e  importance o f th e  c o n tr ib u tio n  which the
sch o la r can make to  the th e a tre ,  fo r  an "uninformed production
o f Marlowe’s p lays might do more harm than good." For example.
Dr. Faustus "must be done in  a way th a t  i s  no t a p ious e x e rc ise ,
th a t  does no t sh irk  i t s  d is tu rb in g  q u a l i ty ."19 Bernard H arris ,
review ing Leech’s c o lle c tio n  o f essays in  The Year’s Work in
E nglish  S tu d ie s , co rrobora tes Leech’s emphasis on th e  importance
o f experiencing  Marlowe's p lays in  th e  th e a tre . In  h is  review  of
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J , B. S te a n e 's  Marlowe: A C r i t ic a l  Study (1964), too , he remarks 
th a t  the  book
"might a lso  have been more e f fe c tiv e  in  i t s  aims 
i f  the  enjoyment and judgement o ffe red  had 
re s u lte d  from more s p e c if ic  encounter w ith th is  
drama in  the  th e a tre . U n til th is  encounter has 
taken  p lace , fo r  both au tho r and rea d e r, th e re  
seems l i t t l e  chance of a r r iv in g  a t  a c r i t i c a l  
vocabulary  which can do ju s t ic e  to  the  a r t  and 
give s a t is f a c t io n  to  th e  reader. " 20
This i s  a strong  sta tem en t, indeed, o f th e  value o f th e a t r i c a l
experience in  c r i t ic is m  of dram atic works. For Steane i s  no t
t o t a l l y  unaware o f the  th e a tre ;  he makes one o r two re fe ren ces
to  th e  performance o f th e  p lays. Indeed, in  the  I960’s th e re
are  very  few c r i t i c s  who remain u naffec ted  by -uhe new th e a tr ic a l
o r ie n ta t io n  in  Marlowe c r i t ic ism .
klany c r i t i c s  pe rce ive  th a t  th e  e f f e c t  o f a Marlowe p lay
on the  p r in te d  page and i t s  e f f e c t  in  th e  th e a tre  a re  two d i f f e r e n t
th in g s . They r e a l i s e  th e  importance o f an ap p re c ia tio n  o f the
v isu a l  elements in  Marlowe’s p lays. R.W. Van Fossen in  h is  e d itio n
o f The Jew o f Malta (196$) p o in ts  out th a t  the  apparen tly  g re a te r
d ig n ity  and humanity o f Barabas a t  the  beginning of th e  p lay  than
a t  the  end would no t be so n o tic e a b le  in  p roduction  as during  a
read ing  o f th e  p lay ; fo r  th e  im pression of humanity and d ig n ity
given by the  words would be o f f s e t  by the  com ically  grotesque v isu a l
e f f e c t  o f th e  appearance o f the  Jew w ith h is  la rg e  nose and, p o ss ib ly ,
a red wig, both p ro p e rtie s  being a sso c ia ted  w ith th e  t r a d i t io n a l
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Jew -D evil-V ice f ig u re .  Furtherm ore,
"The opening so lilo q u y , im pressive  though i t s  
rh e to r ic  i s ,  would leave  a d ec id ed ly  ambiguous 
f i r s t  im pression  i f  th e  a c to r  were pawing 
through h is  hoard in  exaggerated  fa sh io n " , 21
as Van Fossen supposes th a t  he was meant to  be on th e  E lizab e th an
s ta g e . Jocelyn  Powell in  an essay  on "kferlowe’ s S pec tac le"  in
The Tulane Drama Review i s  s p e c i f i c a l ly  concerned w ith  th e  v is u a l
elem ents in  M arlowe's p lay s . He argues th a t
" In  them th e  sp e c ta c le  and th e  lo g ic  o f  sp e c ta c le  
c a rry  a g re a t p a r t  o f th e  burden o f  com m unication." 22
Marlowe " i l l u s t r a t e s  h is  theme w ith l iv in g  'em blem s', which
c o n tin u a lly  develop one in to  ano ther to  c re a te  concre te  d ram atic
images o f th e  s p i r i t u a l  a c tio n  they  d e s c r i b e . F o r  example,
F austus a s leep  in  h is  c h a ir  "becomes th e  l iv in g  image o f  th e  s in
t h a t  i s  co rru p tin g  h im "^  -  s p i r i tu a l  s lo th ;  when M eph istoph ilis
o f f e r s  Faustus a dagger so th a t  he m ight k i l l  h im se lf, Marlowe i s
p re se n tin g  the  v is u a l  image o f d e sp a ir , as Spenser p re se n ts  i t  in
Book I  o f  The F a e rie  Queene. Marlowe, Powell t e l l s  u s , u su a lly
c re a te s  h is  o\m images,
"g iv in g  them s ig n if ic a n c e  through co n tex t and 
language, u n d e rlin in g  th e  a c tio n  w ith  s ig n i f ic a n t  
v is u a l  d e t a i l ,  o r ex tending  th e  v e rb a l a c tio n  in to  
th e  s ta g e - p ic tu r e ." 2$
For example, when Kent appears on th e  s tag e  in  Edward I I  a f t e r
d e fe c tin g  from h is  b ro th e r , th e  sword and t a r g e t ,  which th e  s ta g e -
d i r e c t io n  t e l l s  us th a t  he c a r r ie s ,  a re  " s i l e n t  w itnesses to  h is
trea ch e ry "
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Powell and a lso  Glynne Wickham in  ano ther a r t i c l e  in  
The Tulane Drama Review in d ic a te  th a t  an understand ing  from 
t h e a t r i c a l  experience  o f  th e  v isu a l  elem ents in  M arlowe's p lays
can he lp  us to  ach ieve a b e t t e r  a p p re c ia tio n  o f t h e i r  c o n s tru c tio n .
Powell p o in ts  o u t t h a t  sometimes in  cases when th e  in t e r e s t s  o f 
n a r r a t iv e  and emblem a p p aren tly  c o n f l ic t ,  Marlowe and h is  
contem poraries tended to  s a c r i f i c e  th e  fa b le  to  th e  symbol.
An in s ta n c e  o f th i s  k ind occurs when Tamburlaine so l i lo q u iz e s  on
beauty  b efo re  Damascus a f t e r  having o rdered  th e  death  o f  th e  
v irg in s .  This may prove a d i f f i c u l t y  in  a read ing  of th e  p lay ; 
bu t th e  answer to  t h i s  problem l i e s  in  the  f a c t  th a t
" th is  balance o f  emblem and n a r ra t iv e  i s  based 
upon an im portan t d ram atic  p r in c ip le : in  the  
ih e a tr e ,  em otional co n sis ten cy  o v e rrid e s  
c irc u m s ta n tia l  c o n sis ten cy " ,
28f o r  a p lay  "makes i t s  im pact moment by moment." Powell goes 
on to  remark th a t  th e
" a t te n t io n  o f th e  audience w il l  th e re fo re  move 
from th e  a b s t r a c t  to  th e  n a r r a t iv e  as th e  au tho r 
sees f i t  to  d i r e c t  i t .  A c o n f l ic t  between ih e  
two may be r e a d i ly  apparen t in  th e  study , bu t 
i f  the  em otional experience  i s  c o n s is te n t  and 
o rgan ic  "this c o n f l ic t  w i l l  pass unno ticed  in  
perform ance. " 29
S im ila r ly , accord ing  to  Pow ell, M arlowe's c h a ra c te rs  a re  " c o n s is te n t
as they  emerge from the  whole e f f e c t  o f  the  a c tio n , n o t as tra c e d
from scene to  s c e n e . T h e  crim es d esc rib ed  in  Barabas*
"con fession" to  Itham ore, fo r  example, do no t have to  have been
p o ss ib le  in  a c tu a l i ty ;  th e  im portan t p o in t i s  th a t  we b e lie v e
274.
Barabas to  be such a man as could have committed them. M arlowe's 
method thus c re a te s  an am bivalence in  h is  c h a ra c te rs  who f lu c tu a te  
between p e rs o n a l i ty  and p e rs o n if ic a t io n . In  conclusion , th en ,
"The p lo ts  c re a te  a t  once a p ro je c te d  image o f 
in n e r  a c tio n , and a n a r r a t iv e  t h a t  embodies 
th a t  a c tio n . But in  performance th e  lo g ic  o f 
sp e c ta c le  dom inates and o f te n  supersedes th e  
lo g ic  o f n a r r a t iv e .  " 31
Glynne Wickham argues th a t  M arlowe's p lay s appear to  be b e t t e r
co n s tru c ted  when seen on th e  s ta g e  than  when they  a re  m erely read .
Although he agrees th a t
" th e  re a d e r o f th e  p lays gains th e  im pression 
th a t  they  a re  poorly  c o n s tru c te d , o s c i l l a t in g  
between r h e to r ic a l  scenes o f  su s ta in e d  p o e tic  
b r i l l i a n c e  combined w ith  p e rc e p tiv e  c h a ra c te r  
d e lin e a t io n  on th e  one hand and sketchy  l in k in g  
dev ices on the  o th e r" , 32
Wickham f e e l s  th a t
"we must make g re a te r  allow ance than  i s  u su a lly  
adm itted  fo r  th e  r i t u a l i s t i c  q u a l i ty  o f  th e  
th e a tr e  in  which he worked. The comings and 
goings o f h is  p r in c e s , lo rd s , and c ap ta in s  
which in  the  te x t  read  b lea k ly  enough, tak e  
on a very  d i f f e r e n t  c h a ra c te r  on th e  s tag e  
when seen in t h e i r  f u l l  con tex t o f  costume, 
c o lo r  and movement." 33
The a c tio n  o f  Manlowe' s p lays in  i t s  r ic h  v isu a l  q u a l i ty ,  then ,
"p rovides the  o rc h e s tra t io n  which u n d e rlie s  the  v e rb a l l in k in g  o f
one g re a t a r ia  to  th e  n e x t ."
An understand ing  from th e a t r i c a l  experience  o f  th e  v is u a l  
elem ents in  M arlowe's p lays n o t on ly  he lps us to  ach ieve a b e t t e r  
a p p re c ia tio n  o f t h e i r  c o n s tru c tio n , b u t a lso  guides us to  a su re r  
in te r p r e ta t io n  o f  them. Douglas Cole p o in ts  ou t th a t
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" I f  one co n sid ers  on ly  th e  words on th e  p r in te d  
page, i t  i s  perhaps understandab le  th a t  one 
should be swept away by th e  grand p o e try  and 
rh e to r ic  which express th e  d e s ire s  o f th e  
c h a ra c te rs . But th e re  i s  a r h e to r ic  o f a c tio n  
in  th e  drama which must be heeded as w e l l ." 35
The corpses in  Tam burlaine and The I'iassa c re  a t  P a r is  and the
k in g ’s torm ents a t  th e  in s t ig a t io n  o f  î^brtim er in  Edward I I
c o n s t i tu te  staged  s u f fe r in g  which comments c r i t i c a l l y  upon "the
d e s tru c t iv e  f r u i t s  o f  a m b i t i o n . T h e  v is u a l  a c tio n  in  Dr. Faustus
c o n tra s ts  \d.th and comments i r o n ic a l ly  upon F a u stu s’ o r ig in a l
v e rb a l a s p ir a t io n s .  Cole concludes th a t
"No E ng lish  d ra m a tis t  b e fo re  Marlowe had dem onstrated 
w ith  such sp e c ta c u la r  e f f e c t  th e  i ro n ic  fo rce  
o f th e  rh e to r ic  o f a c tio n  in  co u n te rp o in t w ith  
th e  r h e to r ic  o f  language; th e  dream o f th e  
p o e tic  word i s  c o n s is te n t ly  confron ted  w ith 
th e  r e a l i t y  o f th e  d ram atic  a c t io n ." 37
C lif fo rd  Leech, to o , shows th a t  th e  t o t a l ,  am bivalent, e f f e c t  o f
a scene in  one o f  ^brlow e’s p lays
"may depend on an in t e r r e l a t i o n  o f  th e  a u ra l and 
v is u a l  p ro p e r t ie s  o f th e  t h e a t r e . " 38
U ltim a te ly , th en , as many c r i t i c s  in  th e  1960’s have r e a l is e d ,
i t  i s  in  th e  th e a tr e  and n o t on th e  p r in te d  page th a t  Marlowe’s
p lays must be judged. I t  i s  to  Marlowe p roductions o f  th e  1960’s
t h a t  I  s h a l l  now tu rn .
There have been a s u rp r is in g  number o f Marlowe p roductions 
in  th e  1960’s , se v e ra l o f  them worthy o f a t te n t io n  and th re e  o f  
them im portan t p ro fe s s io n a l p ro d u c tio n s. I t  w il l  be more illu m in a tin g  
to  look a t  th ese  p roductions p lay  by p lay  than  ch ro n o lo g ica lly .
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Oxford U n iv e rs ity  Dram atic S o c ie ty  perform ed Tamburlaine in  
S t. John’ s College Garden in  June, I960. Tamburlaine was p layed  
by P e te r  Holmes and th e  p lay  was d ire c te d  by John Duncan. The 
problem o f th e  le n g th  o f th e  two p a r ts  o f Tamburlaine was so lved  
in  a r a th e r  ingen ious way:
’’The whole o f th e  a c tio n  from th e  dea th  o f 
Zenocrate to  th e  d ea th  of Tamburlaine h im self, 
to g e th e r  w ith  o th e r  m atte r from o th e r  p a r ts  
o f th e  p lay , i s  te le sco p ed  in to  a s in g le  
p rod ig ious speech. In t h i s ,  Tamburlaine ranges 
from d e sp a ir  to  re c k le s s  c ru e l ty , from a 
g e n tle  sorrow to  th a t  o v e r-reach in g  defiance  
o f heaven and h e l l  th a t  I4arlowe conceived o f  
as th e  occupa tional d ise a se  of th e  unconquerable, 
w hile th e  r e s t  o f th e  hundred-strong  c a s t  perform  
t h e i r  mimed e v o lu tio n s  to  match h is  changing 
mood’* ( G. ) . 39
The ’’s ta g e ’’ fo r  th e  p roduction  was a v a s t  expanse o f g ra ss ,
about t h i r t y - f iv e  by fo r ty  y a rd s , which meant th a t  th e  a c to rs  had
to  run on and o f f . So la rg e  an a c tin g -a re a  h e c e s s ita te d  form alism
o f p o s tu re . Tam burlaine’s
’’arm ies were always menacing, o f te n  t e r r i f y in g ,  
t h i s  e f f e c t  being  brought about by extrem ely 
s k i l le d  use of s ty l iz e d ,  s e m i-b a lle tic  
p o s itio n in g  which was never allow ed to  become 
woodenly s t a t i c  bu t always in v es te d  w ith g re a t 
p o te n t ia l  m o b ility . The o v e r - a l l  e f f e c t  was 
always d ra m a tic a lly  as w ell as p i c t o r i a l ly  
g ripp ing" (S .) .
The O .U .D .S .’ s method o f p ro d u ctio n , w ith la rg e  d is ta n c e s  between 
th e  a c to r s ,  i f  i t  p revented  s u b t le ty  a lto g e th e r , p reserved  
Marlowe’ s pagean try . Many o f  th e  p ro d u c tio n ’s b e s t  moments were 
v is u a l .  Although th e  "calm beauty" o f the  s e t t in g  was in a p p ro p ria te  
to  th e  c ru e l ty  o f th e  p lay , in  th e  tw i l ig h t
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"The l a s t  scenes o f  a l l ,  w ith  th e  dying r u le r  
alone in  th e  s p o t l ig h ts  w ith  h is  g re a t map 
o f th e  y e t unconquered world, w hile smoke 
from th e  book burning presaged h is  f a l l ,  and 
h is  fo llo w ers  stood w ith ex p ec tan t dread 
in  th e  g a th e rin g  d u s t o f em pire, could h a rd ly  
have been b e tte re d "  (G. ) ,
The O.U.D.S. p ro d u ctio n , by th e  very  f a c t  o f having a  la rg e
s ta g e , seems to  have overcome some of the  d i f f i c u l t i e s
involved in  th e  v is u a l  p re s e n ta tio n  o f  Tam burlaine. My own
memory o f  th e  T avistock  R eperto ry  Company's p roduction  o f Tamburlaine
a t  th e  Tower T heatre  in  December, 1964 i s  o f  a cramped s ta g e ,
incapab le  o f conveying th e  im pression  o f Tam bprlaine*s fa r- re a c h in g
am bitions and e x p lo i ts ,  and o f t i n s e l l y  costumes. I  had not
befo re  r e a l is e d  how c lose  th e  sublim e in  t h i s  p lay  could com e'to
th e  r id ic u lo u s .
The only  p ro fe s s io n a l  p roduction  o f Tamburlaine in  
th e  1960 's took p lace  a t  th e  Marlowe T heatre , C anterbury, in  
O ctober, 1966. The two p a r ts  o f th e  p lay  were te lesco p ed  in to  
one by R . F o a k e s  of th e  U n iv e rs ity  o f  Kent, and th e  p roduction  /
a p p a re n tly  demanded much o f th e  stam ina o f th e  audience. The 
c ru e l ty  o f  th e  p lay  was under-em phasised, bu t th e  perform ance was 
" ro b u s t, s tra ig h tfo rw a rd  and w ell-spoken" ( T , W o l f e  M orris, 
in te r e s t in g ly  in  view o f  th e  modern emphasis on th e  p a r t  played by 
humour in  M arlowe's p la y s , endowed Tamburlaine "w ith a l e th a l  
jo c u la r i ty  th a t  i s  p e r f e c t ly  j u s t i f i e d  and h ig h ly  e f fe c t iv e "  (T .) .
Of th e  n o t in co n s id e rab le  number o f p roductions o f 
Dr. Faustus in  th e  1960 's I  s h a l l  pay p a r t i c u la r  a t te n t io n  to
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M ichael B e n th a l l 's  fo r  th e  Old Vic Company in  1961 and C lif fo rd  
W illiam s' f o r  th e  Royal Shakespeare Company in  1968. These two 
p ro d u c tio n s , by th e  c o u n try 's  le a d in g  d ram atic  companies, seem to 
me to  i l l u s t r a t e  th e  two most s a l i e n t  in te r p r e ta t io n s  o f 
Dr. Faustus o ffe re d  by Marlowe c r i t ic is m . B e n th a ll 's  p ro d u c tio n , 
which opened on August 22nd., 1961 a t  th e  Assembly H a ll,
Edinburgh as p a r t  o f th e  Edinburgh F e s t iv a l ,  seems, from my own 
a n a ly s is  o f t h e a t r i c a l  rev iew s, to  have been, w ith  th e  p o ss ib le  
excep tion  o f P o e l 's  p roduction  o f th e  p lay , the  most su c c e ss fu l 
s ta g in g  o f Dr. Faustus in  modern tim es. An im portan t f a c to r  in  
th e  success o f B e n th a ll 's  p roduction  a t  Edinburgh was th e  open, 
p la tfo rm  s tag e  o f th e  Assembly H a ll. One rev iew er, having found 
th a t  e a r l i e r  p roductions o f  th e  p lay  on proscenium sta g es  had 
f a i l e d ,  commented th a t
" I t  i s  an unlooked f o r  joy  to  f in d  th a t  th e  o ld  
p lay  p resen ted  on an open s ta g e  tak es on a new 
le a se  o f l i f e "  ( T . I . ) .   ^ 41
B e n th a ll 's  was the  "b es t d e a lin g  w ith th e  i n t r a c t a b i l i t i e s "  o f
Dr. Faustus th a t  he could remember. Another rev iew er went so f a r
as to  remark th a t
" I t  m ight w ell be th a t  th e  conventional proscenium  
a rch  has so dim inished th e  p la y 's  power to  cause 
i t s  n e g le c t"  (Y .P .) .
The va lue  o f th e  p la tfo rm  stag e  fo r  th e  p roduction  o f  Dr. Faustus
la y  in  th e  p o s s ib i l i t i e s  which i t  allowed fo r  v is u a l  e f f e c ts ,
which a re  so im portan t in  th is  p lay , and th e  audience-involvem ent
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w ith  th e  p ro ta g o n is t  which i t  e n ta ile d . As I  remarked above, 
B e n th a ll 's  p ro d u ctio n  was based on th e  prem ise th a t  F au stu s ' 
w orld ly  a c t i v i t i e s ,  r a th e r  t r i v i a l l y  p resen ted  in  th e  words o f 
th e  p lay , should be made im pressive in  th e  s tag e  images. The 
review er fo r  The Times ( l )  p o in ts  t h i s  ou t:
"Mr. B en th a ll r e a l iz e s  t h a t  i f  th e  t r i v i a l  
co n ju rin g  t r i c k s  a re  played in  surroundings 
o f  much sp lendour they  w il l  ga in  enormously 
in  im portance. The open s ta g e  enables th e  
n ecessa ry  sp lendour to  be achieved. "
The papal co u rt scene, f o r  example, th e  p a r t ic ip a n ts  having been
assembled from th e  s id e  gangways,
" i s  so im pressive  in  i t s  so lem nity  th a t  alm ost 
any joke would seem t e l l i n g l y  ou t o f p lace  
and F a u s tu s ' and M ephistopheles' f in a l  
wrecking o f  a l l  t h i s  grandeur seems indeed a . 
d e v i l i s h  ou trage" ( T . l . ) .
P h i l ip  Hope-Wallace o f The Guardian found th a t
"The e ru p tio n  o f th e  Em peror's co u rt and "che 
P ope 's g u ests  on to  th e  dark  p la tfo rm  stage  
which suddenly sp rin g s  in to  b la z in g  co lour 
i s  most e f f e c t iv e " .
The rev iew er f o r  Punch found th a t  t h i s  " r i o t  o f co lour" made a
t e l l i n g  c o n tra s t  w ith  " th e  fu s ty  s o b r ie ty  o f F au stu s ' study".
B e n th a ll 's  trea tm e n t o f th e  su p e rn a tu ra l c h a ra c te rs , to o , added
to  th e  v is u a l  im pressiveness o f h is  p roduction . The Good and E v il
Angels, c lad  in  s i l v e r  and flam e-co loured  to n es , were s ta tu e sq u e ly
posed on a s ta g e  above. The Seven Deadly S ins, g ro tesques from
a Bosch h e l l ,  were paraded as a masque and gained
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"a s i n i s t e r  im portance from th e  t a l l ,  flam e- 
coloured f ig u re  o± E d d iso n 's  L u c ife r  w atching 
th e  e f f e c ts  a lo f t ,  n o t w ithout anx ie ty "  ( T . l . ) .
But, a la s ,  what proved to  be so e f f e c t iv e  on th e  
p la tfo rm  s ta g e  o f  th e  Assembly H all was, as se v e ra l rev iew ers 
had p re d ic te d , n o t n e a rly  so e f f e c t iv e  when th e  p roduction  
moved to  th e  proscenium sta g e  o f th e  Old Vic, where i t  opened 
on September 14th . Both v is u a l ly  and d ra m a tic a lly  Dr. Faustus 
appeared to  be a s l ig h te r  th in g  a t  th e  Old Vic than  i t  had proved 
in  Edinburgh. Thé red u c tio n  in  pageantry  ü i ic h  th e  proscenium 
stag e  n e c e s s i ta te d  e n ta ile d
" g re a te r  tem p ta tio n  to  remark th e  p e t t in e s s  of 
th e  uses Faustus makes o f th e  power f o r  which 
he has so ld  h is  so u l, and to  f in d  tim e hang 
a l i t t l e  h e a v ily  between th e  im pressive 
s ig n in g  o f th e  p ac t w ith  M eph istoph ilis  and 
F a u s tu s ' d e sp a ir in g  o u tb u rs ts  in  th e  f in a l  scene" (T .2 . ) .
Furtherm ore, the  audience, s i t t i n g  in  f ro n t  o f th e  Old V ic 's
proscenium s ta g e , was n e c e s s a r i ly  l e s s  involved in  th e  drama than
th e  Edinburgh audience, s i t t i n g  around th re e  s id es  o f  a p la tfo rm
s ta g e , had been: in  Edinburgh
"w ith  Faustus w ith in  touching  d is ta n c e , th e
drama m atte rs  ........... In  London, i t  i s  F au stu s '
problem" (S.T . ) .
One rev iew er f e l t  t h a t  th e  p roduction  a t  th e  Old Vic
"m erely u n d e rlin e s  what one had suspec ted , th a t  
th i s  i s  a p la y  which can no lo n g er su rv ive  
conventional p roduction" (D .T .) .
T h is , o f course, should no t be a c r i t ic is m  of th e  p lay  i t s e l f .
The success o f  P o e l 's  and B e n th a ll 's  p la tfo rm  stag e  in  p roductions
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o f Dr. F a u s tu s , and th e  com parative f a i lu r e  o f o th e r  p roductions 
o f t h i s  p lay , prove th a t  i t  can be e f f e c t iv e ly  perform ed on th e  
kind o f  s ta g e  f o r  which i t s  au tho r in tended  i t  and, a ls o , I  
th in k , th a t  any a ttem pt to  produce M arlowe's most in t r a c ta b le  
p lay  alm ost n e c e s s i ta te s  th e  use o f a p la tfo rm  stag e .
In  B e n th a ll 's  p roduction  F austus was played by Paul 
Daneman, who emphasised th e  more human and l ik e a b le  asp ec ts  o f 
th e  D o c to r 's  c h a ra c te r  -  he was "an a t t r a c t iv e  and co n v iv ia l 
fellow " (p .)  - ,  perhaps a t  th e  expense of some o f th e  aw e-in sp irin g  
moments o f  th e  p lay . According to  P h i l ip  Hope-W allace, Daneman
"began in  much too c a v a lie r  a manner;, th e  
e n try  in to  t h i s  dark  world o f g h o stly  
tem p ta tio n  and deep doubt needs to  be more 
su b tle  and awed" (C-. ) .
This Faustus "dashed h is  books a s id e  l ik e  a naughty schoolboy"
and "from being  a rough laugh ing  c a v a lie r  he went on in  th e  magic
scenes to  no h ig h e r s ta tu s  than  th a t  o f a co n ju re r in  a Sinbad
o u t f i t "  (G. ) .  However, Daneman's was a very  w ell-spoken F austus. He
" e s ta b lis h e d  th e  av id , knowledge-hungry Faustus 
a t  th e  o u ts e t ,  ovefcoming th e  monotony o f th e  
long , opening so lilo q u y  by movement, tim ing  
and changes o f mood" (T. W. ) .
At th e  end o f th e  p lay , "Convulsed and clawing a t  s a lv a t io n , he
l e t  none o f  the  mighty l in e s  escape t h e i r  f u l l  s ig n if ic a n c e "  ( G.) .
Daneman's perform ance, fu rtherm ore , rev ea led  th e  t r u ly  dram atic
q u a l i ty  o f M arlowe's w r it in g  in  th e  p lay :
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"He brought o u t, to  a degree one m ight be 
pardoned f o r  no t expecting  from a read ing  o f 
th e  p lay , th e  dram atic  value in  F a u s tu s 's  
self-com munings" (S .) .
M ichael G o o d lif fe 's  M eph istoph ilis  was "a courteous and re s o lu te
a n ta g o n is t, who cloaks w ith  a humorous eye h is  s te e ly  d e te rm in a tio n
to  get what he wants" ( P .) .  Stephen lb  ore as Wagner c a p tiv a te d
th e  audience w ith  h is  s ly  humour, a lthough  P h il ip  Hope-Wallace
was n o t su re  t h a t  h is  "bumpkin w ith  a cockney accen t i s  a t  a l l
what Marlowe must have had in  mind" (G. ) . Robin, Ralph, th e
H orse-C ourser and th e  C a rte r  were om itted  in  B e n th a ll 's
p roduction . So, to o , were th e  Duke and Duchess o f Vanholt, bu t
th e  Duchess was rep laced  by a p regnan t Empress o f Germany.
V isu a lly , C lif fo rd  W illiam s' p roduction  o f  Dr. F a u s tu s , 
which opened a t  th e  Royal Shakespeare T heatre , S tratford-upon-A von, 
on June 2 7 th .,  1968, d id  n o t do n e a r ly  so much fo r  Marlowe's p lay  
as B e n th a ll 's  had done, a lthough  i t s  v isu a l e f f e c ts  had th e i r  
own k ind o f  im pressiveness. The p roduction  as a whole was very  
d isa p p o in tin g  and seemed to  me to  have f a l l e n  in to  a l l  th e  old 
t ra p s  l a id  by t h i s  p lay  fo r  th e  d i r e c to r .  I t  d id  no th ing  to  exp la in  
th e  use which Faustus makes of h is  su p e rn a tu ra l power. Whereas 
M chae l B e n th a ll had added im pressiveness and im portance to  F au stu s ' 
con ju ring  t r ic k s  by p lac in g  them in  sp lend id  su rround ings, th e  
p ap a l, im p e ria l and ducal co u rts  v is i te d  by Faustus in  C lif fo rd  
W illiam s' p roduction  were bare  and sp a rse ly  popu lated . The Pope and 
h is  a tte n d a n ts  were rendered r id ic u lo u s  and th e  t r ic k s  perform ed in
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t h i s  scene , such as making a hand appear from o u t o f th e  P ope 's  
d is h , reminded me o f th e  k ind  o f  humour o f H arlequ in  and 
Scaramouche in  M o u n tfo rt's  f a r c i c a l  v e rs io n  o f Dr. F su s tu s .
The im p e ria l c o u rt was more re g a l  than  th e  p ap a l, b u t s t i l l  more 
supernum erary c o u r t ie r s  were, I  though t, c a l le d  fo r . The b u sin ess  
o f  th e  m onstruously  p regnan t Duchess o f  Vanholt o g lin g  F austus 
behind h e r  aged husband 's back was in ju d ic io u s  and n o t in  
keeping w ith  th e  form al c o u rte sy  on th e  p a r t  o f th e  Duke and h is  
g u est which i s  im plied  by th e  t e x t .
Perhaps i t  was W illiam s' in te n t io n ,  in  c o n tra s t  to
B e n th a l l 's  tre a tm e n t o f th e  p la y , to  re p re se n t F a u stu s ' co n ju rin g
t r i c k s  as i r o n ic a l ly  unworthy o f h is  a s p i r a t io n s .  This
i n te r p r e ta t io n  would be in  accordance v/ith much modern Marlowe
c r i t ic is m . But, i f  t h i s  was W illiam s' in te n t io n ,  i t  d id  n o t
come ac ro ss  c le a r ly  in  th e  p ro duction . Indeed, as P h i l ip  Brockbank
p o in ts  o u t in  Marlowe: Dr. F a u s tu s . in  th e  p lay  i t s e l f ,  a lthough
i t  i s  a p p ro p r ia te  th a t  F a u s tu s ' use o f h is  powers should be
d isa p p o in tin g , "Marlowe does n o t s u f f i c i e n t ly  b r in g  home to  us th e
/  2n a tu re  o f  th e  d isappo in tm ent and b e tra y a l" . N ev e rth e le ss , more 
could have been done in  th e  p ro d u ctio n  to  c l a r i f y  th e  s ig n if ic a n c e  
o f F a u s tu s ' p a l t r y  t r i c k s  f o r  ih e  meaning o f  th e  p lay  as a whole. 
The c o n tr a s t  between F a u s tu s ' v e rb a l a s p i r a t io n s  and h is  v is u a l  
a c t i v i t i e s  could have been more p o in ted , f o r  example.
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Both C lif fo rd  W illiam s as d i r e c to r  and E ric  P o r te r  as 
F austus seemed to  me to have taken  each scene as they  came to  i t  
and p layed  i t  p e r fu n c to r i ly  f o r  what i t  was worth in  i t s e l f .
One rev iew er considered  th a t  th e  v is u a l  e f f e c t s  o f  th e  p ro d u c tio n , 
to g e th e r  w ith  P o r t e r 's  F au stu s , gave th e  p lay  u n ity  (G, bu t 
I  would agree r a th e r  w ith  P e te r  R oberts who commented in  P lays 
and P la y e rs  t h a t  W illiam s seemed to  have "deco ra ted  r a th e r  than  
in te r p r e te d  th i s  p lay" and w ith  Irv in g  Wardle who d e sc rib e d  
P o r t e r 's  Faustus in  The Times as a
"patchwork perform ance which sim ply tak e s  th in g s  
as they  come -  r o l l in g  o f f  th e  L a tin  s o n o r i t ie s ,  
sabo tag ing  th e  Pope* s f e a s t ,  and w rith in g  in  
th e  t e r r o r  o f h is  l a s t  hour w ithou t supp ly ing  
any connecting  th rea d  o r su g g estin g  what drove 
a man o f god like  i n t e l l e c t  to  sh u t h is  mind to  
th e  p ro sp e c t o f dam nation ."
P e te r  F ry e r in  h is  programme no tes  f o r  W illiam s' p ro d u ctio n  o f
Dr. Faustus remarks th a t
"B esides th e  a lch em ist o f th e  m edieval legends, 
a t  l e a s t  fo u r o th e r  F au sts  can be d isce rn ed  
in  M arlowe's p lay . There i s  th e  v u lg a r  co n ju re r.
There i s  F aust th e  megalomaniac I ' a sound 
m agician i s  a m ighty g o d ') ,  greedy f o r  power 
though u sin g  i t ,  on th e  whole, so un im ag inative ly .
There i s  F au st ' wanton and la s c iv io u s ' -  in  
in te n t io n ,  i f  n o t always in  perform ance. Not 
l e a s t  th e re  i s  th e  F au st whom Havelok E l l i s  
d e sc rib e d  as 'a  l iv in g  man, t h i r s t i n g  fo r  th e  
i n f i n i t e ' .  "
P o r te r  showed us a l l  o f th e se  F austs  a t  d i f f e r e n t  tim es, b u t d id  
n o t in d ic a te  in  what way th ey  were a l l  p a r t  o f th e  same man. 
Perhaps th e  d i f f i c u l t y  i s  in su p e rab le . The rev iew er f o r  The Sunday 
T elegraph f e l t  th a t  W illiams had "come down h e a v ily  on th e  s id e  o f 
Faustus th e  clown", th a t
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"The agony and d e sp a ir  o f  th e  g re a t  opening and 
c lo s in g  scenes a re  now sub jugated  to  th e  a n tic s  
o f a man h e l l - b e n t  on laughs".
I  do n o t th in k  so , f o r  P o r te r  re ta in e d  f o r  F austus a degree o f
t r a g ic  d ig n ity ,  th roughout th e  p lay . But I  d id  n o t, on th e
whole, f in d  h is  a v e ry  in s p i r in g  p o r tra y a l  o f  F au stu s , even in
th e  l a s t  so lilo q u y . One alm ost begins to  wonder w ith  W ilbur
Sanders i f  th e  l a s t  speech i s  n o t flawed in  t h a t  " i t  looks l ik e
f in e  thumping drama, b u t once one t r i e s  to  spealc. i t ,  i t  becomes
em barrass ing ly  s ta g e y ." " ^  Sanders p re fe r s  th e  p rose  scene w ith
th e  s c h o la rs .
One o f  th e  most s a t i s f a c to r y  th in g s  about th e  p roduction  
was Faustus* r e la t io n s h ip  w ith  M e p h is to p h ilis , p layed  by 
T errence Hardiman. The iro n y  o f th e  f a c t  th a t  F austus does n o t 
g e t a l l  t h a t  he had hoped from ffe p h is to p h ilis  was b rought o u t w ith  
some humour. At th e  end o f th e  pj.ay, a lthough  M ep h is to p h ilis , 
v e ry  r ig h t ly ,  became v ic io u s ly  demonic, th e re  was a h in t  o f 
ten d e rn ess  in  h is  fa re w e ll to  F austus as he la id  h is  hand on th e  
l a t t e r * s  head, which reminded me o f th e  in te r e s t in g  l i g h t  in  which 
one c r i t i c  had seen t h e i r  r e la t io n s h ip  in  N e v ill C o g h i l l 's  
p ro d u ctio n  o f th e  p lay  in  1966.^^
The c lo s in g  scenes o f Dr. Faustus in  W illiam s' 
p ro d u c tio n  were in  some re s p e c ts  no more s a t i s f a c to r y  th an  th e  
m iddle scenes. Faustus* sc h o la r ly  co lleagues and s tu d e n ts  were 
p o rtray e d  as r id ic u lo u s  o ld  men, lA ich  made t h e i r  d e s i r e  to  see 
Helen o f Troy somewhat dubious. Helen appeared naked, more o r  l e s s .
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because th e  d i r e c to r  thought t h a t  n u d ity  was th e  b e s t  way in  
which to  p re se n t an image o f  p h y s ic a l beau ty . This was very  
i l l - a d v i s e d ,  f o r  th e  naked Helen, as some o f th e  rev iew ers 
p o in ted  o u t, d e tra c te d  from th e  e f f e c t  o f  F a u s tu s ' in v o ca tio n  
to  h e r. "Was t h i s  th e  face  t h a t  launched a thousand sh ip s?"  
M e rc ifu lly , th e  audience d id  n o t laugh.
The use made o f  v is u a l  e f f e c ts  in  B e n th a l l 's  p ro d u ctio n  
o f  Dr. F austus supported  th e  view o f th e  p lay  as s ta te d  by th e  
London programme f o r  th a t  p ro d u c tio n , which emphasised F austus 
as " th e  embodiment o f  an i n t e l l e c t u a l  a t t i tu d e  dominant in  th e  
R enaissance" -  th e  "wish f o r  power". On th e  o th e r  hand,
Williams* v is u a l  e f f e c ts ,  w ith  equal v a l id i ty ,  em phasisedihe 
m o ra lity  a sp ec t o f  th e  p lay . The g ro tesqueness and som breness, 
d e s p i te  th e  use o f  red  and h in ts  o f  "A frican  magic" (T .) ,  o f  
s e t  and costumes in  W illiams* p ro d u c tio n  c e r ta in ly  had more of 
th e  m iddle ages than  of th e  R enaissance about them. But, whereas 
B e n th a l l 's  sp e c ta c le  was e f f e c t iv e  and i n t r i n s i c  to  the te n o r  o f 
h is  whole p ro d u c tio n , Williams* sp e c ta c le , designed  by Abd' E lkader 
F a rrah , added to  th e  con fusion  o f  th e  l a t e r  p ro d u ctio n . The 
in d iv id u a l  b i t s  o f d e v il ry  were fa s c in a tin g  in  them selves, bu t 
d id  n o th in g  fo r  th e  u n ity  o f  th e  p lay . The scene o f th e  Seven 
Deadly S ins was p a r t i c u la r ly  confusing . The S ins were r e v o lt in g  
and g ro tesque  and th e re  was no th ing  about them which could p o ss ib ly  
a t t r a c t  F au stu s. In  f a c t ,  a t  th e  end of th e  scene, when F austus 
expressed  h is  p le a su re  a t  th e  "show", th e  audience a t  th e  perform ance
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which I  a tten d e d , ve ry  r ig h t ly ,  laughed. I t  i s  n o t on ly  
W illiams* p ro d u c tio n  which h as, in  my op in ion , p resen ted  th i s  
scene m isgu ided ly , fo r  i t  seems to  have been th e  t r a d i t i o n  in  
many p ro d u c tio n s o f  Dr. Faustus to  s ta g e  th e  seven dead ly  s in s  
in  as r e v o lt in g  a manner as p o s s ib le . The danger o f  e v i l  s u re ly  
l i e s  in  i t s  a t t r a c t iv e n e s s  and, i f  n o t made a t t r a c t iv e  and, th e re fo re ,  
s e d u c tiv e , th e  S ins should a t  l e a s t  be made amusing, so th a t ,  f o r  
F au stu s , t h e i r  s e r io u s  im port and re lev an ce  to  h im se lf a re  
d is s ip a te d .  The spectacular e f f e c ts  o f Williams* p ro d u c tio n  could 
too  e a s i ly  be seen  as e n te rta in m e n t in  t h e i r  own r ig h t  in s te a d  
o f  i n t r i n s i c  p a r ts  o f  th e  whole p ro d u c tio n . One rev iew er 
commented th a t
"D ire c to r  C lif fo rd  W illiam s and h is  d e s ig n e r,
Abd*elkader F a rrah  have given us a p roduction  
more rew arding to  look  a t  th an  to  l i s t e n  to .
C reatu res o f th e  underw orld, o r  o u t o f 
tim e le ss  myth, parade b e fo re  us in  a s e r ie s  o f 
w ild , wondrous d is g u is e s . Ragged and h a iry  
g ro tesq u es , th ey  cav o rt m onstrously, and pep 
up co n sid e rab ly  th e  tw o-hour span o f  th e  
p roduction"  (D.E. ) .
Of B e n th a ll 's  p ro d u c tio n  o f  Dr. F austus one rev iew er 
remarked th a t
"No p ro d u ctio n  o f  i t  has ever b e fo re  made me 
f e e l  how t e r r i f y in g  an experience  i t  must 
have been fo r  th e  aud iences fo r  which i t  was 
w r itte n "  ( P .) .
and an o th e r th a t
"Fdchael B en th a ll cap tu res  and r e c re a te s  the  
im pact th a t  t h i s  p la y  may have had on an 
E lizab e th an  audience under s im ila r  circum stance;^ ' (Y.P. ) ,
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which seems to  me the  h ig h es t p ra is e  th a t  can be given to  a 
production  o f an E lizabethan  p lay . Michael B en tha ll earned 
th is  p ra is e  by t r a n s la t in g  th e  stag e  d ire c tio n s  of th e  p lay  
in to  v isu a l terras which would appear adequate fo r  audiences which, 
as Harry Levin has po in ted  o u t, have l o s t  the  E lizab e th an s '
"h a b it o f accep ting  the  l im ita t io n  o f th e  stage  as the  conventions 
o f th e  th e a tre ,  of tak in g  th e  word fo r  th e  deed and th e  p a r t  fo r  
th e  w h o l e " . A s  to  W illiam s' p roduction , I  can only  agree 
w ith Irv in g  Wardle th a t  i t
"w ill  do noth ing  to  change th e  u su a l view o f 
Dr. F austus as a maddening co llab o ra tio n  
between a sublime dram atic poet and a hack 
p ra n k s te r ."  (T .) .
The sublim e. Renaissance Dr. Fa u s tus works on th e  modern stage;
th e  ambiguous m o ra lity  p lay  has, to  d a te , apparen tly  no t done so.
I  should l ik e  to  mention here two o th e r productions o f 
Dr. Faustus. The f i r s t  was N ev ill G o g h ill 's  m uch-publicised 
O.U.D,S. p roduction  w ith Richard Burton as Faustus and E lizab e th  
Taylor as Helen of Troy, which took p lace  a t  the  Oxford Playhouse 
in  February, 1966. The production  as a whole seems to  have been 
ra th e r  leaden  and th e  comic business d id  not come o f f  very w ell. 
The V atican scene was ap p aren tly  s t i f f  and em barrassing, although 
Harold Hobson o f The Sunday Times applauded the  f a c t  th a t  
P ro fesso r C oghill
"considerab ly  heightened i t s  outrageous e f fe c t  
by making th e  Holy Father and th e  C ardinal o f 
L orraine physical; parod ies o f L u cife r and 
Beelzebub." 47
289
Richard B urton 's p o r tra y a l o f Faustus seems to  have 
been r a th e r  p e d e s tr ia n , a lthough i t  had some in te r e s t in g  fe a tu re s .
In h is  programme note  C oghill says o f Faustus th a t
"h is  g rander, more se rio u s  a sp ira t io n s  a re  under- y
minted by an inner l e v i ty  o f c h a rac te r; he i s  /
taken  by toys and has a c h ild ish  d e lig h t  in  
showing o f f . "
Burton seems to  have played Faustus in  accordance w ith th is  
conception o f the  p a r t .  J . C. Trewin d escribes him as a t  the  
beginning o f th e  p lay
"a fu ssy , bearded sch o la r in  w ire sp e c ta c le s , a 
va in  y e t tim id  l i t t l e  man who ra ise d  th e  Devil 
m ild ly  and animated the  stage  only  a t  such a 
l in e  as 'B ut what i s  th is  in s c r ip t io n  on my 
aïm ?' " ( I .L .N .) .
According to  ano ther review er Burton rep resen ted  a
" s to l id  seden ta ry , b esp ec tac led , p ro v in c ia l 
dominie, c e le b ra tin g  a w in d fa ll o f premium 
bonds w ith a jau n t round th e  t o u r i s t  trap s  
of E lizabethan  Europe" ( S ,T e l .) .
I t  seems th a t  Burton d id  no t b rin g  to  th e  ro le  o f Faustus th e
p assion  which i t  re q u ire s . Perhaps h is  unexalted  p o r tra y a l o f
Faustus was what th e  d ir e c to r  wanted. In a le c tu re  given a t
U n iv e rs ity  C ollege, London, in  1968 P ro fe sso r C oghill po in ted  out
th a t  when Benvolio remarks th a t  Faustus looks l ik e  a co n ju re r, i t
i s  th e  moment of t r u th  fo r  the  audience.
One o f th e  most in te r e s t in g  fe a tu re s  o f the  O.U.D.S. 
p roduction  was th e  M ephistophilis o f Andreas Teuber. Harold Hobson 
d escribed  him as "im ag inative ly  melancholy and ambiguous" and 
J . C. Trewin as capable o f  suggesting  " the  sorrows of the  damned".
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Penelope G i l l i a t  wrote illu m in a tin g ly  in  The Observer on an 
in te r e s t in g  a sp ec t o f th e  re la tio n s h ip  between Faustus and 
M ephistoph ilis  which came across in  G o g h ill 's  p roduction:
"The re la tio n s h ip  i s  as se c u la r  as the  one in  
Edward I I  between th e  King and Gaveston.
Faustus i s  no t r e a l ly  tempted by th e  d e v il;  
he tempts h im self, and M ephistophilis watches 
him as though he were looking a t  a film  o f 
h is  own p a s t. I t  i s  the  f in e s t  theme in  the  
p lay , a theme of f r ie n d sh ip , no t theology.
N e v ill G o g h ill's  o therw ise conventional 
p roduction  grasps a t  i t . "
Indeed, one of th e  most compelling th in g s  about the  
film  v e rs io n  o f Dr. Faustus in  1967, which was based on the
O.U.D.S. p roduction , bu t t r a n s la te d  in to  th e  medium o f the  cinema, 
was Andreas T euber's p o r tra y a l o f M ephistoph ilis . The film , and 
th e  s tag e-p ro d u c tio n , bear ou t P ro fesso r G o g h ill 's  remark, in  
the  le c tu re  mentioned above, th a t  in  c o n tra s t  to  the  f o l ly  o f 
Faustus th e re  i s  in  the  p lay  th e  tragedy  o f M ephistophilis. 
B u rto n 's  F austus, as I  saw him in  the  f ilm , was c e r ta in ly  no t a 
"superman". C oghill had ap p aren tly  re ta in e d  th e  conception o f 
th e  ro le  which was p resen ted  in  the  1957 O.U.D,S. p roduction  o f 
the  p lay , described  in  the  preceding chap ter, th a t  o f the  sc h o la r 
whose human d e s ire s  are  re le a sed  and given f u l l  p lay . This was 
the  way in  which Burton played the  p a r t  in  the  film , and the  
d e s ire s  seemed to  be p rim a rily  sensual and d ire c te d  a t  E lizab e th  
T ay lo r 's  Helen of Troy who appeared rep ea ted ly  throughout the 
film . In the  film  v ers io n  o f Dr. Faustus th e  requirem ents o f a 
popular audience were taken  in to  co n sid era tio n . P ro fesso r C oghill
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explained  in  h is  le c tu re  th a t  th e  d i f f i c u l ty  involved in  
making a modern audience accept the  p ac t w ith the  d e v il  was 
overcome by t e l l i n g  the  s to ry  through F austus ' eyes, so th a t  
th e  audience could, i f  i t  wished, accep t i t  as F austus ' fan ta sy .
The f i lm 's  v isu a l e f fe c ts  were o ften  e n te r ta in in g , bu t, in e v ita b ly , 
th e re  were occasions when they d e tra c ted  from Marlowe's words.
The film  v e rs io n  o f Dr. Faustus was an in te r e s t in g  and in  some 
ways v a lid  experiment and no t a lto g e th e r  deserv ing  o f th e  scorn 
which has been poured upon i t .  Although I  do not th in k  th a t  
B u rton 's  and G o g h ill 's  read ing  o f Faustus was s a t is f a c to r y  -  he 
needs to  be la rg e r ,  more d ig n if ie d  and aw e-in sp iring  -  a t  l e a s t  
such a read ing  was ten ab le  in  term s o f the  r e s t  of the  film  and, 
as in  the  1957 O.U.D.S. p roduction , i t  h e lp ed t)  exp la in  the 
ap p aren tly  t r i v i a l  uses which Faustus makes o f h is  power.
In  May, 1966 Dr. Faustus opened a t  the  Playhouse,
Nottingham, under the  d ire c tio n  of André Van Gyseghem. Van
Gyseghem apparen tly  found the  sp e c ta cu la r p o s s ib i l i t i e s  o f the
p lay  and the  revo lv ing  s tag e  o f the  th e a tre  too tem pting a
c o m b i n a t i o n  Id  b e  l e f t  u n e x p l o i t e d .  The c o n j u r i n g  t r i c k s ,  t h e
d e v ilry  and the  Seven Deadly S ins, re v o ltin g  as u su a l, th is
tim e in  foam rubber, tende^  to  swamp John N e v il le 's  Faustus. y/
The number o f p ro v in c ia l productions of Dr. Faustus in  the  I9 6 0 's ,
of which th a t  a t  Nottingham i s  probably th e  most n o tab le ,
in d ic a te s  th a t  the  p lay  has become firm ly  e s ta b lish e d  in  p ro fe ss io n a l
re p e r to r ie s .
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An in te re s t in g  and very unorthodox production of 
Dr. Faustus took p lace a t  Jerzy  Grotowski’ s Theatre Laboratory 
in  Opole, Poland in  1963. The scenes were d r a s t ic a l ly  re-o rgan ised , 
so th a t  the production was a "montage" o f the  play. Grotowski’ s 
programme notes are  p rin ted  in  the Marlowe issu e  of The Tulane 
Drama Review (1964). Faustus, in  Grotowski’ s production, was 
presented  as a " s a in t ag a in st God":
"Faustus is  a s a in t  and h is  s a in tl in e s s  shows 
i t s e l f  as an abso lu te  d e s ire  fo r  pure tru th .
I f  the s a in t  i s  to  become one w ith h is  sainthood, 
he must reb e l ag a in st God, C reator o f the world, 
because the  laws of the world are  trap s  con­
tr a d ic t in g  m orality  and t r u t h . " 48
The context of the  production was a " la s t  supper", to  vjhich
Faustus, in  h is  l a s t  hour, has in v ite d  h is  guests -  the audience.
He p resen ts them with the scenes o f h is  l i f e ,  the  re-organ ised
scenes o f Marlowe’s p lays. Grotowski’ s "montage" may have been
a r e - t e l l in g  of the Faust legend fo r  uhe m id-tw entieth  century
and a valuab le  th e a tr ic a l  experiment, but i t  was sca rce ly  Marlowe.
Charles Marowitz has a lso  produced h is  own adaptation  
o f Dr. Faustus a t  the C itiz e n s ’ Theatre, Glasgow, in  Germany and 
in  Sweden a t  the end of th is  decade. He incorporated  m ateria l 
from Tamburlaine and the  Faustbuch and reorganised the s tru c tu re  
o f the  p lay  so th a t  i t  opens with and is  contained w ithin  the 
context of a t r i a l .  He emphasised "the p la y 's  undercurren t, the  
a ssau lted  conscience of a s c i e n t i s t  who tresp assed  the bounds o f  ^^
perm issib le  knowledge", 49 going so f a r  as to  add a prologue in   ^ /
the form o f a "conversation in  purgatory" between Dr. Faustus and
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the  nuc lear p h y s ic is t, Oppenheimer, fo r  the Swedish production.
The Marowitz Faustus was, again, an in te re s t in g  th e a tr ic a l  
experiment, but i t  was a lso  the  r e s u l t  of an avowed lack  of 
f a i th  in  Marlowe.
There have been a number o f productions of Edward I I  
in  the I9 6 0 's , but none of them p a r t ic u la r ly  no tab le , except, 
according to  W. Moelwyn Merchant in  h is  ed itio n  of the  p lay  (1967), 
th a t  by the Phoenix Theatre Company a t  L e ices te r in  1964 and also  
th a t  by the  Prospect Theatre Company in  1969. Of the former 
production I  have u n fo rtu n a te ly  been able to  fin d  no reviews, 
and the l a t t e r  came too la t e  fo r  me to  do more than mention i t  in  
th is  th e s is . Toby Robertson d ire c te d  Edward I I  and Richard C o ttre ll  
d ire c te d  Richard I I  fo r  Prospect Productions fo r  the Edinburgh 
F e s tiv a l in  August, 1969. Both productions tra n s fe rre d  to tie  
Mermaid Theatre, London, a f te r  which they went on to u r, re tu rn in g  
to  London fo r  a season in  1970. Ian McKellen played Richard and 
Edward. The homosexual theme in  Edward I I . superbly presented in  
R obertson 's production of the  p lay  fo r  the Cambridge Marlowe 
Society  in  1958, received even g rea te r emphasis in  th is  l a t e r  
production and the  stage k is s  between Edward and Gaveston caused 
q u ite  a controversy. Marlowe, productions o f whose plays had 
been fo r  a long time c o lle c to rs ' p ieces , was now seen to  be "avant- 
garde" in  an agei.when an open pub lic  c u r io s ity  in  sex of a l l  
kinds is  re f le c te d  in  contemporary drama. This, as we s h a ll  see, 
was not the only occasion during the  I9 6 0 's when Marlowe was f e l t  
to  be among the  th e a tr ic a l  "avant-garde. "
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The Massacre a t  P a ris  received a couple o f stag ings 
during the I960*s. One o f th ese , by the  London Marlowe Society  
a t  the Commonwealth I n s t i tu te  Theatre, Kensington, in  January, 1963, 
gained the  a t te n tio n  o f the  national, p ress. The production, by 
Michael Ferguson, seems to  have been s k i l f u l ly  and b r isk ly  
managed. John Sheppard portrayed the  Guise with "eager m alice"
50
and Dolly Wraight gave a "d e lic io u s sketch" of h is  Duchess (D.T. ), 
The p lay  i t s e l f ,  however, was sho\m to  be lacking . Although the  
review er fo r  The Guardian was impressed by i t s  modernity -  
"an essay in  P ro te s ta n t KcGarthyism touched up a l a  James Bond" -  
h is  c h ie f  im pression was of one murder talcing place a f te r  another. 
Those l i t e r a r y  c r i t i c s  who see the te x t  of the play as sadly  
d is to r te d  from the o r ig in a l  would find  th e a tr ic a l  confirm ation 
of th e i r  view in  the re p o rt o f The Times;
"something about the  p lay  as they a c t i t  suggests 
th a t  th is  i s  Marlowe a t  severa l removes from 
the o r ig in a l te x t.
I t  a l l  comes our so p a t, as though i t  had 
been w ritte n  by someone to  whom th is  p lay , 
perhaps any play , meant no more than a sheaf o f 
actors* * p a rts  * co n sis tin g  of * l in e s  *. One 
ch arac te r s tops, and-another speaks. He in  tu rn  
s to p s, end someone e lse  goes on. There is  never 
a break. I t  i s  *fed* to  them with p ro fess io n a l 
competence, but the  man who 'feeds* them, the  
man who wrote rhe l in e s  doivn -  can he have been 
the  author, o r i f  he was, can h is  name have been 
C hristopher Marlowe?"
I  have saved the  productions of The Jew o f I'-alta fo r  
d iscussion  l a s t ,  the ic in g  on top of the  cake, as i t  were. As the  
1940 's was the decade fo r  rev iv a ls  of Dr. Faustus and the  1950 's
295,
fo r  Edward I I . so in  the  1960*s The Jew of Malta a t  l a s t  came 
in to  i t s  own in  the  th e a tre . C liffo rd  W illiams' production of 
the p lay  fo r  the Royal Shakespeare Company a t  the  Aldv/ych in  
October, 1964 and a t  S tra tfo rd  in  A pril, 1965 has been perhaps 
the  most b r i l l i a n t ,  e x c itin g  and illu m in a tin g  Marlovian 
production o f th is  century. One of the  reasons fo r  the sudden 
spate  of productions of The Jew of Malta in  th is  decade was 
probably, as we shall see, the  percep tion  of the k insh ip  between 
Marlowe's play and contemporary "black comedy".
There were a c tu a lly  th ree  p ro fessio n a l productions, 
a l l  o f which were box-office  successes, o f The Jew of f ^ l t a  in  
% rlow e' 8 quatercen tenary  year, 1964. In  February i t  was 
d ire c te d  by Donald Bain a t  the  fiarlowe Theatre, Canterbury, 
w ith Michael Baxter as Barabas. In % rch  the p lay was produced 
in  the  round a t  the  V ic to ria  Theatre, Stoke-on-Trent, under the  
d ire c tio n  of P e te r Cheeseman and with Bernard Gallagher as 
Barabas. In October W illiam s' production opened a t  the Aldvjych 
with Clive N ev ill as Barabas. At S tra tfo rd  in  1965 Barabas was 
played by E ric  P o rte r. None of the p roductions, n a tu ra lly  enough 
in  view of the  cu rren t c r i t i c a l  a t t i tu d e  to th e  p lay , attem pted to  
p resen t The Jew of Malta as a tragedy. According to  The Times, 
the Canterbury production was based on the idea th a t
"Paying l i p  serv ice  to  the  canons of the day, 
l%rlowe was probably sending up the  establishm ent 
in  much the same way as to d ay 's  fash ion , and 
c rea tin g  ex ce llen t popular th e a tre  a t  the same time. " 51
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The production as a whole and Michael B ax te r 's  p o rtray a l of 
Barabas apparen tly  contained a mixture o f se rio u s and comic 
elements. Baxter "introduced in to  his reading a d e lib e ra te  
element of ham, bu t blended i t  with enough su b tle ty , enough 
is o la t io n  and love to  make him n early  always sym pathetic" (T .) , 
whereas Jane A sher's A bigail was presented se rio u s ly  throughout, 
the  a c tre s s  "moving e a s ily  and convincingly from w is tfu l, 
g i r l i s h  g a ie ty  to  heart-s to p p in g  tragedy" (S .) ,  I t  i s  no t q u ite  
c le a r  from these.comments how f a r  the d ire c to r  was try in g  to  
make the most of the  p la y 's  t ra g ic  im plica tions and how fa r  
he saw i t  as genuinely some kind of "savage fa rce"  in  in te n tio n .
P e te r Cheeseman made h is  conception o f the  p lay q u ite  
c le a r  in  a programme note. He re a liz e d  th a t  the  time was a t  
l a s t  r ip e  fo r  audiences to  accept The Jew o f Malta on i t s  own 
term s. He remarks th a t  the  p lay  co n sis ts  of
" ju s t  the kind of humour we can novr emcompass, 
the  humour of the s ick  joke, and the black 
comedy. I t s  mood is  extravagant. There is  
v io lence in  the atm osphere,in the su b jec t m atter,
and in  the  very  switchback motion from tragedy
to  comedy w ith in  the  joke i t s e l f .  Poisoning a 
whole nunnery with a doped r ic e  pudding i s  ju s t  
such a gag. " 52
S u c h  an in te rp re ta t io n  of the  p lay  as th is  allows Barabas to  have
h is  moments of tragedy w ith in  a f a r c ic a l  framework. The review er
fo r  The Guardian, who had apparen tly  read h is  E lio t ,  saw the p lay
in  th is  production as "a bloody fa rc e , a mixture o f T itus Andronicus
52and Volpone", and he describes Bernard Gallagher as bu ild ing
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"a m agnificent c a r ic a tu re  -  a r e a l  medieval 
humour -  out o f Barabi/s the  Jew, sweeping
around a black cloalc /like  a v u ltu re , cackling
l ik e  D racula, lic k in g  h is  chops in  e x u lta tio n  
as he succeeds in  poisoning an e n tire  nunnery 
w ith a mess o f p o ttag e ."
G allagher did no t, however, forego the  tra g ic  im p lica tions of
the ro le . He has "a kind of d ig n ity "  a t  the beginning and
"moments of rea l anguish" l a t e r  in ih e  p lay  (G. ) . The review er
fo r  The Guarciian made a mistake in  try in g  to see the  p lay  as
showing " a man's degeneration in to  v in d ic tiv e  c ru e lty  as a
r e s u l t  o f persecu tion". He thus found both the  p lay and the
production to  be "marked by inconsistency". Many c r i t i c s ,
T. W. Craik, fo r  example, have argued persuasive ly  th a t  the
Barabas of the beginning o f the p lay  is  not m orally su perio r to
the Barabas of the  end. This argument seems to  have been borne
ou t by productions, W illiams' as w ell as Cheeseman's. I  saw the
Royal Shalcespeare Company's production of The Jew o f Malta a t  the
Aldivych in  196+ and was not aware o f any d e te r io ra tio n  o r
inconsis tency  in  e i th e r  the moral worth of Barabas o r the  q u a lity
o f the play. Had uhe attem pt been made to  p resen t the  p lay  as a
tragedy , th ings might have proved otherw ise.
C liffo rd  Williams described h is  own view of the  natu re  
o f  the  p lay  and Marlowe's dram atic method in  an in te rv iew  with 
Frai'ik Cox in  Flavs and P lavers (November, 1964) :
298.
"He d o e sn 't  fo r  in stance  s r ic k  n e c e ssa r ily  to  
r e a l i s t i c  scenes; many of the p o in ts  are made 
through w ild ly  f a r c ic a l  episodes, so you c a n 't  
d efine  i t  simply as tragedy, nor as E l io t 's  
' savage f a r c e ' e i th e r ,  because i t  combines 
both these  elements and more. Blarlowe has chosen 
to  lay  bare the  awful fa c ts  about the  way aH of us 
opera te , and h is  method i s  s t r ik in g ly  o r ig in a l.
I t ' s  a m istake to  la b e l i t  e i th e r  as farce: or 
as melodrama. VJhat we must do i s  accept the  
curious, je rk y , apparen tly  chao tic  c o n tin u ity  
and examine the thought i t  e x p re sses ." 54
W illiams says th a t  The Jew o f Malta cannot be defined simply as
" E l io t 's  ' savage f a r c e '" ,  bu t, in  my own opinion, E l io t 's
in te rp re ta t io n  of the  p lay  does allow fo r  the  t r a g ic  im p lica tions
o f the  ro le  of Barabas. What P e te r Cheeseman and C liffo rd  Williams
seem to  have done in  th e i r  productions of The Jew of Pialta i s  to
have tra n s la te d  E l io t 's  d e f in i tio n  of the p lay  as "a fa rce  of
the old E nglish humour, the  te r r ib ly  se rio u s even savage comic
hum our ", in to  th e  terms o f contemporary drama, p a r t ic u la r ly
black comedy. Williams in  h is  in te rv iew  wdth FrarJc Cox emphasised
the  e s s e n t ia l  seriousness o f The Jew of f ia lta . He saw i t  as
"a p iece  of ou tstanding  m etaphysical thought", "an acute examination
of th e  p r in c ip le s  underlying the  opera tion  o f re lig io n , finance
and power -  ab so lu te ly  tim eless su b je c ts ."  He wished to  p resen t
the  seriousness of Marlowe's p lay  and the  d iv e rs ity  of i t s  dram atic
devices to  the  modern audience.
Not a l l  of the  reviewers of the Aldwych production 
understood the  d i r e c to r 's  in te n tio n s . Some of them thought th a t  
the  Royal Shakespeare Company was "sending up" a tragedy o r 
"melodrama" of "absurd ambivalence" (D .) which i t  would have been
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im possible to  p lay  s t r a ig h t ,  as the  Phoenix Society apparen tly  
d id  in  1922. P h ilip  Hope-Wallace of The Guardian found th a t  .h is
"e a rly  ind igna tion  a t  the  way the  p lay  seemed 
to  be played fo r  laughs -  and played j
te n ta t iv e ly  fo r  laught's, which seemed doubly /
culpab^le -  wore in to  a t i r e d  acceptance. /
In view of what the p lay o ffe rs  in  the middle
and l a t e r  scenes in  the  way of the to ta l ly
preposterous, then p lay ing  fo r  laughs seems 
the  only way wdth a modern audience.
I  wish, of course, th a t  I  could have 
blenched and shied a l i t t l e  more as perhaps 
d id  Marlowe's contemporaries a t  Barabas* overt 
v i l la in ie s . '"
Bernard Levin in  The D aily  Mail was qu ite  v iru le n t  about l^brlowe* s 
drama in  general; describ ing  The Jew of Malta as "the  most
p reposterously  bad of a l l  h is  works", he concluded th a t  the
d ir e c to r  had " r ig h tly  decided to  send i t  up ro tte n ."  But some 
review ers did have a b e t te r  understanding of the natu re  of 
The Jew of Malta and of W illiam s' in te n tio n . There are  references 
to  The Jew of Malta as "black comedy" and The Evening News evm 
ran the  head line , "Marlowe's Theatre o f C ruelty". ( I t  i s  in te re s tin g  
th a t  the  Marat/Sade was in  th e  Aldwych's rep e rto ry  a r  the  same time 
as The Jew of M alta) . The review er fo r  Punch, f u l ly  aware o f the  
various dram atic ca teg o ries  in  which The Jew of Ma.lts had been 
p laced , a f t e r  seeing  the  Royal Shakespeare Company's production, 
came down s tro n g ly  on the s id e  of "pantomime noir" as the r ig h t  one. 
Ronald Bryden of The New Statesman questioned th a t  c r i t i c a l  opinion 
which saw the  p lay  as being "sen t up" in  W illiams' production:
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he f e l t  th a t
"T here 's ample reason to  argue, in  f a c t ,  th a t  
% rlowe intended a B rechtian m ixture o f naive 
and so p h is tica ted  responses; sa rd o n ica lly  to  
fo rce  h is  audience xo recognise in  the  safe  
old c a r ic a tu re  of the  baby-eating Jew a parody 
o f t h e i r  commercial ra tio n a lism ."
Stephen Joseph, too, in  a. l e t t e r  to  The Stage objected  to  the
m isunderstanding of productions of Marlowe's p lays.
The m isunderstanding o f W illiams' treatm ent o f The Jew 
of Malta was p a r t ly  the f a u l t  of the  Aldwych production i t s e l f .
The amount of stage  business and Clive R e v il l 's  somewhat l ig h t ­
weight performance as Barabas l e f t  some doubt as to  whether 
the humorous e ffec ts  o f the  production belonged p roperly  to  
Marlowe o r to  the  Royal Shakespeare Company. One review er 
remarked th a t  R ev ill was a "lovable  old ru ff ia n  as Fagin", but 
added th a t  "what susta ined  B art, c a n 't  su s ta in  Marlowe" (0 .) ,  
Ronald Bryden f e l t  th a t  C live R e v il l 's  performance was
" ju s t  r ig h t  as f a r  as i t  goes: an a r t f u l ly  hammy
broadening ......... of h is  Fagin in  O liver. I t
f a l l s  sh o rt only o f some f in a l ,  moral-drawing 
tra n s f ig u ra tio n : a moment of rev e rsa l end
recogn ition  to  leave us a lien a ted  and shuddering, 
as the  Jew ceases to  embody our own amused 
c leverness and sw ells in to  the  b a le fu l Sathanas.
Only with such a confron ta tion  can the play* s 
loose episodes gather to  s ig n ifican ce , the comic- 
s t r i p  f in a l ly  stop. Ralph K o lta i 's  s e t ,  a stunning 
bleached stone honey-comb, has the  s ta tu re  fo r  i t :  
the  ac tin g  h a s n 't .  You leave the  Aldv/ych only with 
a sense of i r re p re s s ib le  l iv e l in e s s  .........." (R .S .).
R e v il l 's  p o rtray a l of Barabas seemed to  me to  be r ig h t  in  the
context of the  Aldv/ych production, but a t  S tra tfo rd , apparen tly ,
some of the  comic business was cut down and E ric  P o rte r brought to
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h is  p o r tra y a l o f  Barabas a g re a te r  s tre n g th  and d ig n ity  which 
the  p a r t  was then  seen to  need. The improved S tra tfo rd  production  
and P o r te r 's  Barabas helped to  make c le a re r  W illiam s' -  and, in  
my opin ion , Marlowe's -  in te n tio n . The review ers could more 
c le a r ly  comprehend The Jew of Malta as a combination o f se rio u s 
and f a r c ic a l  elements and the audience was no t unduly d is tr a c te d  
from the se rio u sn ess of th e  p lay  and the  sombreness o f the  
conclusion i t  draws -  "The d iffe re n c e  of th ings" -  by too much 
comic business. The review er fo r  The Times (2) in d ic a te s  the  
d iffe re n c e  between the  Aldwych and S tra tfo rd  productions very  
n e a tly :
"The Aldwych production , f o r t i f i e d  as i t  was 
wdth e x te rn a l comic b u sin ess , l e f t  one u n certa in  
as to  how f a r  Marlowe was responsib le  fo r  the  
la u g h te r  th a t  shook th e  house. Recast and 
pruned down to  th e  te x t  fo r  S tra tfo rd  the  
p roduction  now makes i t s  p o in t conclusively  
and e x h ib its  the au thor as a m aster p ra c t i t io n e r  
o f b lack  fa rc e . "
As to  th e  two p o rtra y a ls  o f Barabas, Harold Hobson of The Sunday Times 
had fea red  th a t
"Mr. P o rte r  would n o t have the  in te rn a l  j o l l i t y  
and fe ro c io u s ly  humorous d riv e  th a t  enabled 
fir. R ev ill to  sweep the  p lay  along on a wave 
o f gruesome ab su rd ity " ;
bu t he found th a t
"Mr. P o rte r  has a l l  the  verve necessary . In 
ad d itio n  he has a fundamental d ig n ity  and g rav ity  
which make Barabas a worthy and p o te n t ia l ly  
t r a g ic  re p re se n ta tiv e  of a s tr ic k e n  and 
persecu ted  race. "
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The Royal Shakespeare Company's p roduction  o f The Jew 
o r M alts. th en , demonstrated once and fo r  a l l  the  v a l id i ty  o f 
th a t  in te rp r e ta t io n  o f i t  which derives from T. S. E lio t .  I t  
showed, too , th e  importance of an awareness of the  th e a t r ic a l  
and v isu a l  elements o f th e  p lay  fo r  a f u l l  a p p rec ia tio n  of i t :
"Compared w ith Marlowe's better-know n works 
The Jew o f Malta i s  not an im pressive te x t
 ; bu t when played f u l l  o u t,w ith  the
assembled fo rces o f the  Knights o f IW .ta 
and th e i r  w hite-robed Turkish enemies, and 
w ith th e  physica l apparatus o f Barabas' 
v i l l a in y  -  the  a rsen a l o f p o iso n s ,th e  f a t a l  
sc a ffo ld in g  over the  b o ilin g  cauldron -  i t s  
impact i s  overwhelming" (T .1 .) .
Perhaps most im portab tly  o f a l l ,  the  production proved, as many
l i t e r a r y  c r i t i c s  had suspected , th a t  The Jew of I'ialta i s
b r i l l i a n t l y  e f fe c t iv e  th e a tre .
Perhaps the  most im portant r e s u l t  o f the  spate  o f *
Marlowe productions in  the  1960 's , from the  academic p o in t o f
view ,has been th e  use made of them by l i t e r a r y  c r i t i c s .  Several 
c r i t i c s  make re fe ren ce  to  modern Marlowe productions as i l l u s t r a t i v e  
o f  the  p lay s ' stagew orth iness and a c ta b i l i ty .  Curt Zimansky in  
an a r t i c l e  on the  date o f Dr. Faustus (1962) p o in ts  out th a t  the 
business in  the  middle of the  p lay , ou t-o f-season  grapes, horned 
kn igh t and t r ic k s  with detachab le  leg s  are  " a l l  unexpectedly good 
th e a tre ,  though hard ly  worthy o f the  r e s t  o f th e  p lay . " 55 
J . B .Steane p o in ts  out th a t  the  V atican scene, e sp e c ia lly  the  
burlesque Commination, s t i l l  a c ts  w ell. 5^ P h ilip  Henderson^^ and 
A. L. Rowse^^ c i t e  Tyrone G u th rie 's  production o f Tamburlaine in  1951
303,
as evidence o f  Marlowe's e ffe c tiv e n e ss  as a d ram a tis t in  th is  
p lay . Marion P e r re t  in  an essay on th e  use made of P rince  Edward 
in  Edward I I  (1966) reminds us th a t  Toby Robertson had found the  
p a r t  to  be "em inently ac tab le"  in  h is  p roduction  of the  p lay  
in  1958.^^  D olly Wraight in  her book with V irg in ia  S tern ,
In  Search o f C hristopher Marlowe (1965), i s  much concerned th a t  
Marlowe's p lays should be seen on the  modern s tag e . She remarks 
upon the  ro le s  o f Dido and the  Duchess o f Guise from the p o in t 
o f view o f an a c tre s s  who has played both of these  p a r ts :  Dido i s
" a l l  woman, and the  p a r t  o f fe rs  a tremendous opportun ity  to  the  
a c tre s s"  and in  the  Duchess o f Guise Marlowe "packs a p e rfe c t 
l i t t l e  p o r t r a i t  o f a French co u rt lady  entangled in  her amours"
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in to  one b r ie f  scene.
î’feny contemporary w rite rs  on Marlowe have found modern 
productions o f h is  p lays illu m in a tin g  and r e f e r  to  sp e c if ic  
productions to  i l l u s t r a t e  th e i r  c r i t i c a l  a t t i tu d e s .  C liffo rd  Leech 
in  an essay on "Marlowe' s Humour^"' (1962) d iscusses the  p lace  of 
humour in  Marlowe's p lays. He sees Edward I I  as "a p lay  of 
subdued tragedy , subdued comedy", commenting th a t  th is  q u a li ty  
"no tab ly  appeared in  th e  195# production by the  Mlarlowe Society". 
Glynne Wickham in  h is  a r t i c l e  on Marlowe in  The Tulane Drama Review, 
mentioned above, c i te s  Tyrone G u th rie 's  production o f Tamburlaine 
in  1951 as i l l u s t r a t i v e  o f the  o rc h e s tra tio n  of the  p lay  by means 
o f costume, colour and movement made p o ss ib le  by tak ing  the  cue 
given by Marlowe's s tag e-d irec tio n s.^^  N icholas Brooke in  h is  essay
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on "Marlowe the  D ram atist", having e s tab lish ed  th a t  the  poe try  
i s  d ram atic , goes on to  argue th a t  " th e re  is  an adequate 
s tru c tu re  on which to  r e s t  such c lim ac tic  u tte ra n c e ."
For example, he p o in ts  ou t th a t  in  th e  Royal Shakespeare Company's 
p roduction  of The Jew of Malta in  1964 l i t t l e  emphasis was 
p laced on the  po e try , so th a t  i t s  th e a t r ic a l  success was due 
la rg e ly  to  i t s  s tru c tu re . H. J . O liver makes some very illu m in a tin g  
remarks about Dido. Queen of Carthage in  h is  e d itio n  of th a t  
p lay  and The Massacre a t  P a r is (1968) w ith re fe rence  to  a 
production  of th e  p lay  by boys a t  Southampton in  I 964. O liver 
re a l is e d  from th is  p roduction  th a t
"when a drama such as Dido i s  acted  by boys, i t  
i s  the  p a r ts  o f the  women th a t  ' come over' 
r e a l i s t i c a l l y .  A schoolboy has 'no  d i f f i c u l ty  
in  conveying the  d is t r e s s  of Dido; bu t a 
schoolboy Aeneas, perhaps no t a l l e r  than h is  
Dido and Anna, cannot be much more than a
p u p p e t-lik e  f ig u re  .........  Presumably Marlowe
loiew t h i s ,  and took i t  f o r  granted th a t  th e re  
were some emotions th a t  he could no t convey 
r e a l i s t i c a l l y ,  when he s e t  out to  dram atize 
V irg il  fo r  the  C hildren of Her M ajesty 's  Chapel." 64
Experience o f p roduction  has here provided a p o ss ib le  exp lanation
o f what might seem to  th e  reader o f the  p lay  a g re a te r  woodenness
in  the  p o rtra y a l o f Aeneas than in th a t  o f Dido. Michael Hattaway,
w ritin g  on tie  s im i la r i t i e s  between M ariovian and B rechtian  drama
in  the  Mermaid C hristopher  Marlowe (1968), comments th a t  the  p lays
o f both d ra m a tis ts , "p lays th a t  gain t h e i r  o v e ra ll e f fe c t  from
tab leaux  in  which grouping and v isu a l symbolism are  a l l  im portan t",
demand "s tro n g ly  s ty l is e d  u n n a tu ra lis t ic  ac tin g " . He i l l u s t r a t e s
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h is  p o in t o f view by re fe ren ce  to  the  Royal Shakespeare Company's 
production  of The Jew of M alta:
"C e rta in ly  fo rm ality  was used in  th e  b e s t
production  o f Marlowe I  have s e e n   This
was necessary  to  p reserve  the  balance between
the  two a lte rn a t iv e s  given to  the  producer -
to  p re sen t Barabas e i th e r  as scapegoat o r as
a v ice  tre a te d  as an ass . One remembers the
sta tu esq u e  prologue who spoke w ith t ig h t -
lip p ed  resonance, the  scenes of se rp en tin e
in tr ig u e , th e  nuns w ith huge white headpieces .......... " 65
Michael Hattaway has here concerned h im self w ith th e  
manner in  which Marlowe' s p lays should be performed. In  view of 
th e  im portant p lace  which Marlowe's p lays a re  beginning to  hold 
on the  E nglish  stage  in  the  I9 6 0 's, i t  i s  n a tu ra l  th a t  c r i t i c s  
should have come to  pay s p e c if ic  a t te n t io n  to  productions and to  
show in te r e s t  in  the  way the  p lays are  performed. An examination 
o f Marlowe's p lays in  production  has o ffe red  a new and 
illu m in a tin g  approach to  the  d ra m a tis t 's  work, as more than one 
c r i t i c  has discovered. One such c r i t i c  i s  John R ussell Brown.
In  an a r t i c l e  in  The Tulane Drama Review (1964) Brown d iscusses 
th e  way in  which Iferlow e's p lays should be performed, i l l u s t r a t i n g  
h is  remarks from modern productions. I  have a lready  re fe rre d  to  
h is  comments on Tyrone G u th rie 's  Tamburlaine in  the  preceding 
chap ter. Brown d iscu sses  the  way in  ^ i c h  % rlow e ' s verse  
should be spoken and emphasises the importance o f the  v isu a l aspec t 
o f h is  p lays. For example. Brown th in k s  th a t  Michael B en thall 
was r ig h t  in  h is  production  o f Dr. Faustus in  1961 to  make the  
V atican scene sp lendid  in  v isu a l terms so th a t  F austus ' e x p lo its
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th e re  were given impbrtance. Brown emphasises, too , "the 
in te l le c tu a l  demands" th a t  % rlowe makes upon a c to rs  and d ire c to r s ,  
concluding th a t  .
"l%rlowe*s plays need in ten se  re a l iz a t io n  in  
each d i s t in c t  element; but a c to rs  must be 
p repared , a f t e r  the  exhausting demands of 
such powerful and s im p lif ied  p lay ing , to  allow  
the audience to view the  whole, to  transcend 
every c h a ra c te r 's  consciousness, to  respond to  
Marlowe's world no t th a t  o f h is  heroes. The 
v io le n t , staM ng, astounding, performances must, 
in  the  l a s t  r e s o r t ,  be s e l f - e f f a c in g ." 67
James Smith in  h is  account of "The Jew o f Malta in  the  
Theatre" in  the  Mermaid C hristopher Marlowe is  concerned with 
the  value o f  productions o f th is  p lay  to  the  c r i t i c :
"By examining the  p la y 's  th e a t r ic a l  c a ree r,
I  hope to  shed some l ig h t  upon i t s  dram atic 
genre and so c la r i f y  a t  l e a s t  some o f the  
problems encountered by more conventional 
c r i t i c a l  e n q u ir ie s ." 68
I t  i s  s ig n if ic a n t  cf the  f a c t  th a t  the  importance o f th e a tr ic a l
experience in  evaluating  Marlowe's plays i s  even now not f u l ly  ^
e s ta b lish e d  in  l i t e r a r y  c r i t ic is m  th a t  Smith alm ost apologises
fo r  h is  approach to  The Jew o f M alta, which he describes as
"a very  unscho larly  one". 69 However, h is  whole essay i s  a s t r ik in g
i l l u s t r a t i o n  of the  value o f th e a tr ic a l ly -o r ie n ta te d  c r it ic ism
of the  drama and of The Jew of Malta in  p a r t ic u la r .  Smith pays
most a t te n t io n  to  the  productions o f Kean in  1818, the  Phoenix
S ociety  in  1922, P e te r Cheeseman a t  Stoke-on-Trent in  1964  ^ and
C liffo rd  W illiams fo r  the  Royal Shakespeare Company in  19b4.
He found th a t  Kean played a l l  ou t fo r  tragedy  and the  Phoenix Society
fo r  laughs, so th a t  n e ith e r  production
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"attem pted to  rec o n c ile  w ith in  i t s  p re v a ilin g  
mode th e  d iv erg en t tendencies o f the  p la y 's  
s t ru c tu re ,  c h a ra c te r is a tio n  o r to n e ." 70
On th e  o th e r hand, he found th a t  Cheeseman's and W illiam s'
productions provided su ccessfu l th e a t r ic a l  in te rp re ta t io n s  o f
The Jew o f % l t a  and helped to  define  i t s  mode fo r  the  l i t e r a r y
c r i t i c .  Both d ire c to rs  based th e i r  in te rp re ta t io n s  of the  p lay
"on th e  r e a l is a t io n  th a t  Marlowe's method of 
jux taposing  tragedy and comedy, v io lence  and 
humour, im plied no t p rim a rily  fa rce  or s a t i r e  
bu t r a th e r  the  pantomime n o ir  o f Orton o r G iles 
Cooper." ' 71
The Jew o f M alta , a d i f f i c u l t  p lay  fo r  the  arm chair c r i t i c  to
ev a lu a te , has proved much more t ra c ta b le  to  c r i t ic is m  in  the  th e a tre .
The success o f th e  Royal Shakespeare Company's
production  o f  The Jew o f  Malta in  terms o f contemporary "black
comedy" i s  only one examp].e o f what c r i t i c s  in  rec en t years have
seen as th e  s t a r t l i n g  m odernity o f Marlowe's dramas. As in  the
two preceding  decades, c r i t i c s  in  the  1960*s have been stru ck  by
the  s ig n if ic a n c e  o f Marlowe' s p lays in  the modern world. John D. Jump
in  h is  e d itio n  o f Tamburlaine (1967) is  reminded by Tam burlaine's
methods o f conquering th e  world of s im ila r  a t r o c i t i e s  p e rp e tra ted
72in  the  tw en tie th  century. Van Foss en in  h is  e d itio n  o f The Jew of Malta
( 1965) f e e ls  th a t  the  "h o rrid  world of f a l s i t y  in  p o l i t i c a l ,
re l ig io u s , and personal a f f a i r s "  in  th is  p lay  " is  perhaps no t so
gro tesquely  a d is to r t io n  o f r e a l i t y  as, fo r  the  sake of humanity,
73one might wish. " Harry Levin in  an essay e n t i t le d  "% rlow e Today" 
in  The Tulane Drama Review (1964) remarks th a t
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"We cannot read Marlowe as n a iv e ly  today as our 
p redecessors could in  the  n in e teen th  century; 
and i t  might malce us happier i f  we could s t ic k  
to  h is  b r ig h t su rfaces; but h is  s ta tu re  as a 
t r a g ic  p layw righ t i s  enhanced by the  darker and 
deeper meanings we may now be fin d in g  in  h is  
tra g e d ie s . The note o f triumph th a t  runs through 
them, Renaissance triumph u n con tro lled , rings 
f a ls e  a lread y  in  Edward I I  and takes on an iro n ic  
rev e rb e ra tio n  fo r  us. Among th e i r  sp ec tacu la r 
p ro p e rtie s  which symbolise aspec ts  o f the  human 
predicam ent, Tamburlaine*s c h a rio t fa sc in a te s  us 
le s s  than B a ja z e t 's  cage. Standing -  as we do -  
somewhat c lo se r  to  Kafka than to  N ietzsche, a la s , 
we comprehend the  reaching  of l im i ts  as w ell as 
th e  te s tin g , of p o te n t i a l i t i e s .  C apitalism  
seethes in th e  se lf-p re p a re d  cauldron o f Barabas.
Science i t s e l f  i s  tormented by the  flames th a t  
Faustus has conjured up.
Thus Marlowe s t i l l  has resonance, a lb e i t  
in  an unexpectedly minor key, fo r  a time which 
terms i t s e l f  the  Age of A nxie ty ." 74
This s tro n g  awareness of Marlowe's contemporary relevance which
has developed in  c r i t ic ism  in  rec en t years i s  tim ely ; fo r  now
th a t  Marlowe's p lays are  becoming e s tab lish ed  in  th e a t r i c a l
re p e r to r ie s ,  they  reach a wider and more d iv erse  audience than
the  sm all number o f studen ts  o f  English  L ite ra tu re  and the  even
more lim ite d  band of p resen t-d ay  M arlophils whose l o t  i t  i s  to
read th e  p lay s , and in  the  modern world "re lev an t"  i s  a key word.
I t  i s  no t only Marlowe' s themes and s i tu a t io n s  which 
a re  seen to  have th e i r  co u n te rp arts  in  the  modern world, but 
sev e ra l rec en t c r i t i c s  have a lso  seen s im i la r i t i e s  between h is  
dram atic method and th a t  o f modern d ram a tis ts . An in te re s t in g  
development in  Marlowe c r i t ic is m  in  th e  1960 's , as in  Shakespeare 
c r i t ic is m , i s  th a t  h is  p lays a re  o ften  approached from the standpo in t
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o f  modern dram atic technique. Such an approach can, o f course, 
d i s to r t ,  bu t i t  o ften  illu m in a te s  Marlowe's work. The 
exam ination o f  Marlowe's drama in  terms of contemporary drama 
i s  no t e n t i r e ly  new in  c r i t ic ism . C r i tic s  o f th e  l a t e  n in e teen th  
century  looked a t  Marlowe's p lays from the  s tan d p o in t o f the 
contemporary " r e a l i s t i c "  drama, w ith d isa s tro u s  r e s u l ts  fo r  
Marlowe the  p layw right. But today the  terra "dram atic" i s  much 
more e la s t i c  and th ere  seem to  be alm ost no l im its  to  what i s  
allow able in  the way o f dram atic method. The d iv e rse  natu re  
o f modern drama has probably helped audiences to  accept the  
E lizabethan  drama in  the  th e a tre .  John R ussell Brown, in  
Shakespeare 's P lavs in  Performance (1966), suggests , apropos 
Shakespeare, th a t  perhaps
"new p lays l ik e  Io n esco 's  Rhinoceros o r P in te r 's  
The Dwarfs, which use f a n ta s t ic  happenings to  
p re sen t th e  f a n ta s t ic  r e a l i t i e s  of h a lf ­
conscious thought, have accustomed ac to rs  to  
p lay ing  u n r e a l is t ic  s i tu a t io n s  boldly. " 75
This comment i s ,  I  th in k , re le v a n t to  the ac tin g  o f Marlowe's
p lay s , too , perhaps o f Dr. Faustus in  p a r t ic u la r .  W itold Ostrow ski'
in  an essay on "The In te rp la y  o f th e  Subjective  and the O bjective
in  Marlowe's Dr. Faustus" (1966) remarks th a t  the  p lay  has
acquired "the  appearance o f  r e a l  l i f e  r ic h  in  m ysteries asking to
be discovered and problems to  be solved" and th a t ,  "though in  the
end a l l  i t s  a lle y s  lead  nowhere, they seem to  open tem pting
v i s t a s . " He adds th a t
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"In  read ing , e sp e c ia lly  c a re fu l reading , th is  
may b ring  disappointm ent. But in  stage  
production  the  sp e c ta to r  has no time to  
analyse and in v e s tig a te . % a t  he receives 
i s  the  im pression o f a grand dram atic theme 
with m anifold im p lica tio n s . This i s  ex ac tly  
what the  modern sp e c ta to r  i s  accustomed to  
rece iv e  from modern drama and probably th is  
has ensured the su rv iv a l o f Dr. Faustus in  
modern tim es."  76
Illu m in a tin g  essays have been w ritte n  on Marlowe from 
the  s tan d p o in ts  of the  Theatre o f the  Absurd and B rechtian  
a lie n a tio n . J . R. Milryne and Stephen Fender in  an essay e n t i t le d  
"Marlowe and the  'Comic D is tan ce '"  in  the  Mermaid C hristopher I-krlowe 
argue th a t  the  p lay w rig h t's  work "provides models of an absurd 
un iverse" and th a t  he consciously  used dram atic techniques to  
produce "a genuine ambivalence (not an ambiguity) o f fe e l in g ."
For example, in  Tamburlaine the  hero l i t e r a l l y  encages B ajazeth 
and l i t e r a l l y  harnesses kings to  h is  c h a r io t in s tead  of simply 
assuming th e i r  p o l i t i c a l  power;
"His r e le n t le s s  tu rn in g  o f metaphor in to  f a c t  i s  
both g lo rious and r id ic u lo u s . His a b i l i ty  to  
c a rry  out h is  word emphasises h is  power and 
suggests i t s  l im ita t io n s , in  th a t  i t  fo rces 
him to  ca rry  out h is  promises l i t e r a l l y .  " 78
Michael Hattaway in  another essay in  the  same volume argues th a t
Marlowe uses something l ik e  the  "technique of evoking a l te rn a t iv e
or ambiguous responses", as form ulated by B recht, and th a t  h is
plays "work in  la rg e  p a r t  by irony , by a lie n a tio n  as much as
id e n t i f ic a t io n .  " ^^ 9 Hattaway s tre s s e s  the  importance o f our
changing rea c tio n s  to  th e  c h arac te rs  ra th e r  than  the  shape of the
p lo t:
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" i f  we concen tra te  on p lo t  we are  in e v ita b ly  
confronted w ith an ir re c o n c ila b le  c o n f l ic t  
between romantic and hom ile tic  versions o f 
th e  p lays. The p leasu re  we g e t from fferlowe 
stems from a conscious process as scene i s  
weighed a g a in s t scene, language a g a in s t a c tio n  
and sp e c ta c le , speech a g a in s t idea , ch a rac te r 
a g a in s t emblem or ic o n ." 80
P ro fesso r Moelivyn Merchant in  h is  e d itio n  o f Edward I I  suggests
th a t  we should be able to  accep t th e  s u i t a b i l i t y  o f Edward's
to r tu re  by th e  s p i t  to  h is  s in  from our vantage p o in t o f the
Theatre of C ruelty .
I  have myself been struck  by the  ease w ith which 
Marlowe's p lays could f i t  in to  the  contemporary rep e rto ry .
A llardyce N ico ll summarises the  trends in  contemporary drama in  
E nglish  Drama.: A Modern Viewpoint (1968). Many o f h is  remarks 
could apply to  Marlowe's p lays: v io lence  "appears to  be pervasive
everywhere; and, in s tead  of being dep lo rab le , i t  has come to 
ex erc ise  a p e c u lia r  fa sc in a tio n "  and "khrder, c ru e lty , and 
v io lence o ften  take cen tre  stage" ( cp. Tamburlaine) ; "A vague 
sense o f menace, o ften  a sso c ia ted  with c laustrophob ic  fe a rs ;  
a sen sa tio n  o f lo n e lin e ss , o r perhaps one might say a sen sa tio n
of being l o s t "  and " ......... re b e llio u s  ind iv idualism  may be so p o ten t
and confused th a t  i t  cannot in h a b it the  range of the  a c tu a l but 
tak e (s)  shape as d ire  phantasms and t e r r i b le  nightm ares" (cp. D r.F austus) ; 
"a craving , freq u e n tly  not acknowledged, fo r  love and frien d sh ip "  
and "an emphasis upon sex ......... sometimes moving from the  h e te ro ­
sexual in to  o th e r  spheres" (cp. Edward I I ) ; " th e  development o f
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the  s ty le  to  which has been given th e  name o f 's ic k  humour'"
82( cp. The Jew o f kfeilta) .
The f a c t  th a t  contemporary drama i s  in tended, as was
the  E lizabethan  drama, to  be known to  the pub lic  p rim a rily  in
p r o d u c t i o n  h a s  p e r h a p s  e n c o u r a g e d  c r i t i c s  1P s e e  t h e  p l a y s  o f
Marlowe end h is  immediate successors in  terms o f th e  th e a tre  -
a th e a tre  which has today probably achieved as high an in te l le c tu a l
s ta tu s  as a l ib r a r y  or museum. A few c r i t i c s  have expressed the
d e s ire  to  see Marlowe's p lays staged in  th e  l ig h t  of what modern
drama has taugh t us about dram atic method. Robert Speaight, fo r
example, w ritin g  in  1966, i s  keenly aware o f the  p o s s ib i l i t i e s
which Marlowe’s p lays o f fe r  to  th e  th e a t r i c a l  avant-garde. In
view o f P e te r Brooke's remark th a t  "v io lence i s  our only r e a l i ty " ,
83Speaight would l ik e  to  see h is  p roduction  o f Tamburlaine.
Harry Levin in  h is  essay on "Marlowe Today" expresses the  hope
fo r  a re -s ta g in g  o f k%.rlowe' s p lays in  the  l ig h t  o f the  Theatre 
84o f th e  Absurd". There i s ,  of course, in  such m odernistic
productions th e  danger o f d i s to r t io n ,  but perhaps i t  i s  w ith the
m u ltifa r io u s  techniques o f modern drama th a t  the  fu tu re  o f
Marlowe production  l i e s .  Tie supreme ju s t i f i c a t io n  fo r  the  stag ing
of Marlowe's p lays in  the  modern dramaxic idiom was th e  Royal
Shakespeare Company's The Jew o f M alta, o f which James Smith wrote:
"The Marlowe of the  th e a tre  i s  t e r r i f y in g ly  modern.
Gan th e  I^rlow e o f more academic c r i t i c s  b oast as 
much?" 85
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John R ussell Brown in  Shakespeare 's Plavs in  Performance 
advocates "a d ec is iv e  movement away from l i t e r a r y  c r i t ic is m  
towards th e a t r ic a l  study. " ^6 Instead  o f asking what is  the  
meaning o f a p lay , we should ra th e r  be ask ing  what i s  i t s  e f f e c t  
in  performance. In the  l a s t  four chap ters we have B e e n  the  
emphasis in. Ma.rlowe c r i t ic is m  moving from the  f i r s t  question  t ’o 
the  second. Today the  th e a tre  i s  v i t a l  in  the  study of Marlowe' s 
drama, no t only fo r  the  l ig h t  which i t  can throw on th e  p lays 
f o r  the  b e n e f it  o f 'the academic c r i t i c ,  but because again in  
the  second E lizabethan  age, as in  the  f i r s t ,  fo r  the  m ajo rity  of 
us Marlowe's p lays w il l  l iv e ,  i f  they  are  to  l iv e  a t  a l l ,  no t on 
the  p rin te d  page, bu t on th e  s tag e . The wheel has come f u l l  
c i r c le .
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155 -  73.
Programme, Enthoven C o lle c tio n .
Dr. F a u s tu s . September 1 4 th . , 1961.
The Cathol i c  Times. Sept. 2 9 th . , 1961.
The Daily  Ex p re s s . Sep t. 1 5 th . , 1961.
The D aily  M all. Sept. 1 5 th . , 1961.
The Dail y H erald , Sept. 1 5 th . , 1961.
The D aily  T elegraph , Sept. 1 5 th . , 1961.
The F in a n c ia l Times, Sept. 1 5 th . , 1961.
The Lady. Sept. 2 8 th ., 1961.
The S pecta to r .  Oct. 6 t h . ,1 9 6 1 .
The Sunday T elegraph . Sept. 1 7 th . , 1961.
The Sunday Times. Sept. 1 7 th . , 1961.
The Times, Sep t. 1 5 th . , 1961.
Programme, Enthoven C o lle c tio n .
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The I'b.ssa c re  a t  P a r i s . January  3 0 th . , 1963.
The D aily  T elegraph . Jan . 3 1 s t . , 1963.
The G uardian. Jan . 3 1 s t . , 1963. 
ïh^^Tim es, Jan . 3 1 s t . , 1963.
Programme, London Marlowe S o c ie ty  reco rd s .
The Jew o f M alta . February 1 7 th . , 1964.
The S tage . Feb. 2 7 th . , 1964.
The Times. Feb. 1 9 th . , 1964.
The Jew o f  M alta . % rc h  1 0 th . , 1964.
The G uardian. Hs.rch 1 1 th . , 1964.
James Smith, "The Jew o f  M alta in fiie  T heatre" in  C h ris topher Marlowe, 
ed. B rian  M orris (London, 1968), 3 -  23.
The Jew o f M alta . October 1 s t . ,  I 964.
The B irmingham Mail and Desp a tc h . Oct. 2 n d ., 1964.
The D a ily  Ma i l .  Oct. 2n d ., 1964.
The D aily  T elegraph . Oct. 2 n d ., 1964.
Drama (W inter, 1964).
The Evening News ,and St a r .  Oct. 2nd ., 1964.
The I l l u s t r a t e d  London News. Oct. 1 7 th ., 1964.
The M anchester G uardian. Oct. 2nd ., 1964.
The New S tatesm an. Oct. 9 t h . , 1964.
The O bserver. Oct. 4 t h . , 1964.
P lays and P la y e rs  (D ec., 1964).
Punch. Oct. 14t h . ,  1964.
Queen . Oct. 2 1 s t . , 1964.
3Jie_.Sundax,Tim^, Oct. 4 t h . ,  1964.
T h ea tre World (Nov., 1964).
The Times. Oct. 2n d ., 1964.
James Smitji, "The Jew o f  Ma l t a  in  the  T heatre" in  C h ris to p h er Marlowe.
ed. B rian  M orris (London, 1968), 3 -  23.
C lif fo rd  W illiam s, "The Mind o f Marlowe" in  an in te rv ie w  w ith  
Frank Cox in  P lavs and P lay ers  (Nov., 1964) .
L e t te r  from Stephen Joseph in  The S tag e . Oct. l^ P h ., 1964.
Programme, Enthoven C o lle c tio n .
342.
The Jew o f  M alta . A p ril  1 4 th . , 1965.
The D a ily  K a i l . A p r il  1 7 th . , 1965.
The D a ily  T e le gra p h . A p ril  1 5 th . , 1965.
The I l l u s t r a t e d  London News, May 1 s t . ,  1965. 
The M an ch este r G uardian . A p ril  1 5 th . , 1965. 
F lays and P la y e rs  (May, 1965).
The Sunday Times . A p ril 1 8 th . , I 965 .
T hea tre  World (May, 1965).
The Times. A p r il  1 7 th . , 1965.
Programme, Enthoven C o lle c tio n .
Dr. Fau s tu s  . F eb ruary  1 4 th . , 1966.
The Dai l y M ail. Feb. 1 5 th . , 1966.
The D a ily  T eleg rap h . Feb. 1 5 th . , 1966.
The Guard ia n . Feb. 1 5 th . , 1966.
The I l l u s t r a t e d  London News. Feb, 2 6 th . , 1966, 
The O bserver. Feb, 2 0 th . , 1966.
Punch. Feb, 2 3 r d , , 1966.
The Sun. Feb. 1 5 th , , 1966.
The Sunday T e leg rap h . Feb, 2 5 th . , 1966.
The Sunday Times. Feb. 2 0 th . , 1966.
The Times. Feb. 1 5 th . , 1966.
Programme, Enthoven C o lle c tio n .
The Film  o f  Dr. F a u s tu s . 1967.
The D a ily  T e leg rap h . Oct. 2 0 th . , 1967.
The G uard ian . Oct. 2 0 th . , 1967.
The O bserver. Oct. 22 n d ., 1967.
L ec tu re  g iven  by P ro fe s s o r  C o g h ill a t  U n iv e rs ity  C o lleg e , U n iv e rs i ty  o f 
London, F eb ruary  8 t h . , 1968.
Dr. F au stu s .  May 2 4 th , , 1966.
The D a ily  T eleg rap h , May 2 6 th . , 1966.
The Evening P o s t and News (N ottingham ), May 2 6 th . , 1966.
The G uardian Jo u rn a l (N ottingham ) May 25 th  and 2 6 th . , 1966.
The Sta g e . June 1 6 th . , 1966.
343,
T am burlaine. O ctober 1 8 th . , 1966.
The K en tish  Times. Nov. 4 t h . , 1966.
The S ta ge, Oct. 2 7 th .,  1966.
The Tim es. Oct. 1 9 th . , 1966.
Programme, London Marlowe S o c ie ty  re c o rd s .
Dr. F a u s tu s . June 2 7 th , , 1968.
The D a ily  E x p ress . June 2 8 th . , 1968.
The D a ily  M ail. June 2 8 th . , 1968.
The D a ily  T eleg rap h . June 2 8 th . , 1968.
The F in a n c ia l  Times. June 2 8 th . , 1968.
The Guard ia n . June 2 8 th . , 1968.
The I l l u s t r a t ed London News, J u ly  6 t h . , 1968, 
The Observer .  June 3 0 th . , 1968.
P lay s and F la y e rs  (O c t., 1968),
Queen. J u ly  7 t h . , 1968.
The Sunday T eleg rap h . June 3 0 th . , 1968.
The Tim es. June 2 8 th .,  19681
Programme.
